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Introduction 

*AssuREDL'i that cnucism of Shakespeare tvill alone 
^ be genjal whicli is reverential’, Colendge said 
a lecture. And George Darley WTOte to Allan 
Cunningham in 1835 

‘How It would unglorify Shakespeare, and soil 
imaginanon, if he Here brought dottm to the kennel 
Jin wluch red existence runs’’ 

Those opimons will serve to define something of 
the attitude towards Shakespeare which was held in 
the period at which the previous collection of criticism 
in tins senes ended, and to stress die contrast with 
the present The development from Colcndge’s stjle 
into the sennraental dithyramb of less bnlliant men, 
in a time when the amount of Shakespeanan cnticism 
hugely increased, and in which there was change in 
standards of scholarship but little in those of critii ism, 

IS not traced in this book, winch is a collection made 
from wnters smee the "War 
The picture of an extremely self-occupied Shake- 
peare, boldly rebuking his characters for faults wluch 
Jie thereby corrects in himself, and checking his own 
over-rapid growth, which is found in Dowden’s criti- 
cism, IS a litde ridiculous to us Ahen, also, is Pater’s 
moral approach, holding that poetry is tc hel^ us to 
make ‘finer appreciations’, and so is the practice of 
character-extraction, bnlhantly though it has been 
done in thi? century by A, C Bradley For one of the 
chief critical maxims of the day is that nothing must 
be extracted from its proper context, least of all in the 
case of Shakespeare Darley was perhaps saying that 
very thing in the passage quoted above, but we dis- 
agree as to the nature of the context Poetry is not to 
be treated as religion, nor a poet as a philosopher 
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Colendge’s reverence for Shakespeare’s ‘philosophi> 
mind’ has been countered by Mr Shaw’s nbald rc 
marks on the conventional morahtj'’ of diat mind, 
as his comment on Orlando’s ‘If ever been where L''* 
have knolled to church’ ‘How perfectly the atmc 
sphere of the rented pew is caught in tins incredible 
line!’ 

Shakespeare’s context as it is now seen is the theatre, 
and England under Ehzabetli Tins would seem to 
imply a Crocean aesdietic which considers the medium 
in which the artist works as tlie essential shape of his 
thought, tlirough which alone it has existence, as 
opposed to the aesthetic wluch Carlyle ex'pressed— 
‘Disjecta membra are all that we find of any Poet, 
where the medium is only an imperfect vessel for tlie , 
thought A passage from Mr Eliot’s The Use of' 
Poetry may illustrate this 'If poetry is a form of 
“communication”, yet that which is to be communi- 
cated is tlie poem itself, and only incidentally the 
experience and the thought which have gone into it’ 
And It is always true, he writes elsewhere, to say that 
form and content are the same, and always true to sa^ 
that they are different. Perhaps the case in which thej 
are not the same for the reader is when a clumsj' or 
obscure expression leaves him to find a content which 
may be different from what the words are really saying, 
or to add sometbng to what they say But at any rate 
the two are inevitSily separated for the purpose of 
criticism, and the stress on context mentioned above 
has led to an increased study of the way a poet wrote, 
so often before neglected for what he wrote about 

The scholarslup wluch is allied to this is the particu- 
lar emphasis of tins age It existed before for instance 
Johnson, wnnng of the supernatural m Macbeth, said Tn 
order to make a true estimate of the abilities and ment 
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of a writer, it is always necessary to examine the genius 
ofhis age and the opinions of his contemporaries’ But 
Johnson acknowledged that he excelled in pointing 
out what he ought to have done and in explaimng why 
he had not done it And most often the fimcuons of 
the scholar and the cntic were divided m activity, even 
when diey existed m one mind They have now come 
nearer to each other, even though exploration is so 
f highly specialized, though Shakespeare’s images are 
card-mdexed and lus texts purged Where knowledge 
IS ordered and centralized, each writer of any worth 
may use it as a foundation, it is a State socialism rather 
than a monarchy But it has not abohshed hobby- 
horses, It has produced many fantastic theses, which 
would argue Shakespeare into being the ‘ally of the 
mimsters of Elizabeth and James’, make The Tempest 
an allegory of the old ntes of mmation, and the Scot- 
tish succession the concern of Hamlet 
The change in attitude was deBned by Sir Walter 
Raleigh in Shakespeare, published m 1909 ‘Our sm’, 
he said, ‘is not indifference, but supersution His 
poetry has been used hke wedding-cake, not to eat 
but to dream upon Let us make an end of this, and 
do ]usuce to Shakespeare the craftsman ’ 

Certamly Shakespeare the craftsman has been recog- 
nized, as is shown here his craft of the theatre by the 
cnucism of Mr Granville-Barker, with the discovenes 
of Mr W J Lawrence and Sir Edmund Chambers as 
Its scholastic roots, his poeuc craft in vanous ways by 
vanous investigators Scientific study of texts, sources, 
and customs it is impossible to represent by extracts 
least of all in a volume of mamly cnucal essa5rs But 
die necessary combination of saence and inspiration in 
scholarship is relevant, as set out in Mr W W Greg’s 
Principles of Etnendauon 
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The more general criticism here needs no comment. 
It IS in the tradition of English literature, which has noi 
agreed with Warton diat ‘general cntiasm is on all 
subjects useless and unentertammg’ For if criticism 
tends, like plulosophy, to reconcile us witli our nature 
by increasing self-knowledge, and by the actual process 
to give pleasure, this is best accomphshed in those flashes 
which make the pnnaples of things known, as when 
Johnson shows the whole scope of one of the Unities 
‘Time IS, of all modes of existence, most obsequious to 
tlie imagmaaon ’ This gets its effect by the impenous- 
ness of language, especially in the power of die unex- 
pected word obsequious And it can be objected that dus 
IS the right of poetry and emotion-stirnng pros^ not of 
cnacism But what moves us is not necessarily an in- 
exact statement of fact, it simply enforces itself by 
appealing to the senses as well as to the nund, as do 
the great axioms of St Thomas Aquinas 

In such infrequent sayings as Johnson’s, attitude and 
cntical classificaaon count for nothing in particular 
It IS, in any case, by die applicauon to cnticism of a 
mind where, m Colendge’s phrase, ‘trudi has become 
domesticated into power’, rather than bj'^ the unchange- 
able truth of the conclusions reached, that our under- 
standing IS enlarged Most steadily, also, it is by general 
truths radier than by particular interpretations Brad- 
ley’s general analysis of Shakespearian tragedy will 
not vary its value accordmg as critical standards vary , 
where his analysis of the plays often will 

In cnacism, while the histones and generalizaaons 
record revoluuonary changes of atatude, die phrase 
of the great cnacs remain to refute them Johnson s 
remarks on emendatory cnacism are in accord "with me 
modem essay here reprmted, refuang diose who called 
It a dull, undisangmshed acavity, he said it demanded 
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more than humanity possessed, and the first requisite 
was ‘that mtuioon by wluch the poet’s intention is 
immediately discovered’ Again, he foreshadows in 
a narrower and verbal sense Mr Eliot’s theory of tlie 
-'"haviour in a crisis of Shakespeare’s heroes ‘His 
persons, however distressed, have a conceit left them 
in their misery, a miserable conceit ’ He was concerned 
with tile same problem of wasted energy in cnocism, 
deplonng the discovery of trivial likenesses to other 
wnters in Shakespeare, as used to prove what he did 
or did not read, and disposing of a type of commen- 
tator which we still have — ^‘Upton, who did not easily 
miss what he desired to find’ Colendge had stated 
diat ideal identity of form and content spoken of 
above ‘the infalhble test of a blameless style, namely. 
Its untranslatableness in words of the same language 
without injury to the meaning ’ And Colendge at his 
most enthusiastic did not exceed Dryden’s just praise 
‘Shakespeare, who has many times written better tlian 
any poet m any language.’ 

It may seem that a volume of modem Shakespeare 
cnucism ought to begin at least with Raleigh, even if 
Bradley were excluded But because of difficulties 
with copynght this was not possible The book, 
accordingly, keeps to the time since the War, even 
though a wnter such as Robertson may have done 
work before it There are obvious omissions, but 
only with good reason Professor Dover Wilson, 
, for instance, is not represented, but tbs is because 
.. tere^s no suitable essay of his available It was not 
.josable to represent Amencan cnucism in a volume 
of tbs scope, but Professor Stoll’s work has a neces- 
saiy place m a survey of English cnucism 
But at best the survey is parual, one cannot know 
absolutely what is important in the cnticism of one’s 
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age, any more than in its poetry And it is hard 
pve even a glance at an activity which swings the 
whole way between art and science At least, however, 
this makes it possible to read good essays otherwise 
difficult or expensive to come by v 

Acknowledgements for permission to include copy- 
right material are due to Messrs George Allen & 
Unwin for a chapter from The Problem of Hamlet 
by J M Robertson, to Mr Edmund Blunden and 
Messrs Jonathan Cape for Shakespeare's Significances, 
to the Cambndge University Press for two chapters 
from E E Stoll’s Art and Artifice m Shakespeare, to 
Professor H B Charlton for ‘Romantiasm m Shake- 
spearian Comedy’, reprinted from the Bulletin of the 
John Rylands Library, to Mr T S Ehot and Messrs 
Faber and Faber for Shakispeare and the Stoicism oj^ 
Seneca, to Mr H Granville-Barker who has revised"' 
and rewntten the essay on ‘King Lear’ which appeared , 
in Prefaces to Shakespeare (ist ser) pubhshed by 
Messrs Sidgwick & Jackson, to Mr W. W Greg and 
the President of the Bntish Academy for Principles 
of Emendation m Shakespeare, to Dr G B Harnson 
and the Editor of The Times Literary Supplement for 
‘Shakespeare’s Topical Sigmficances’ , to Professor 
L L Schucking and Messrs G Harrap for the extract 
from Character Problems m Shakespeare's Plays, to 
Mr J Isaacs for ‘Shakespeare as Man of the Theatre’ 
from Shakespeare and the Theatre published by die 
^ Shakespeare Association, to Mr G Wilson &ught 
for ‘The Othello Music’ from The Wheel of 
and to Mr J Middleton Murry for ‘Metapho 
from Countries of the Mmd, ii, both published ly 
Oxford University Press, to Mr G Ryl 
Hogarth Press, and Messrs Harcourt Brr 
for two chapters from Words and 1 
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The Rt. Hon J. M. Robertson 

(1856-1933) 

SHAKESPEARE’S WORK OF 
TRANSMUTATION* 

§ I Old Action New P^hosts 

I T remains to note how Shakespeare’s handling has 
turned a Hamlet who was very htde of a mystery 
mto a Hamlet who is very much one. The first step in 
counter-sense, certainly, was taken by Kyd, when he 
combined the revelanon by die Ghost v'lth the mock- 
madness of the old story given him in Belleforest In 
that, no Ghost is needed, the murder being known to 
all, though the traitorous brother (Fengon) persuades 
^?e people that he killed Hamblet’s father (Horven- 
Ale) only m defence of Geruth, Hamblet’s mother, 
Vlio is secretly Fengon’s paramour Hamblet’s mad- 
ness, accordingly, is assumed m the manner of the old 
m)rth of Brums and David, to save his hfe, he feeling 
sure that otherwise Fengon will slay him It is not 
pnmanly a matter of wild talk but of demented acnon, 
diough Hamblet proceeds to make 'subull answers’ 
which arouse Fengon’s suspiaon, leading him to seek 
to entrap the youth by means of a ‘fair and beauufjl 
woman’ and ‘certain courtiers’ Here we have th^ 
germs of Ophelia and Rosencrantz and Guik .nstem, 
^d in the foster-brother who puts Hamblet on his guard 
Tie have a hmt of Horauo Another attpmnr marjo Ktf 
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and the counsellor is killed by Hamblet in the man- 
ner of the play, which here also follows the story 
Before the slaying scene, however, Kyd had previously 
composed the play-within-the-play, which gratui 
tously reveals to the King Hamlet’s ghost-given know 
ledge of the murder — a fresh confusion of the old plot 
In tliat, the killing of die courtier is followed by 
Hamblet’s dispatch to England, his counterfeiting of 
die letters, so as to doom the messengers, as in the 
play, and lus mamfold English adventures, whicli the 
play Ignores 

Whereas, then, the barbaric Hamblet shams madness 
to save his life, Kyd’s Hamlet, who shams madness 
after supematurally learning of a wholly secret murder, 
diereby begins at once to endanger his Appnsed by 
the Ghost, he had no occasion to alter his behaviou \ 
It was his business to behave as before, the Kinghavjr^' 
thus far no designs on him And the play-wi^in-t ; 
play IS another supererogation Kyd loved to co " 
phcate his motives thus In Arden he introduces iten 
of sacnlege and avance which are dramaucally neec 
less, being motived only by the academic pnncipb 
that he who suffers must have sinned, and he invent 
two wronged men, one of whom appears merely t 
curse, doing nothing further m the action By thus con , 
fusing the original Hamlet-plot through his favounte 
Ghost-motive, Kyd, led to retain the mock-madness by 
his success with the semi-madness of Jeronymo, prev 
pared the divagation which Shakespeare so wonde^ 
fully develops Tlie Ghost-warned Hamlet who shann 
madness to no purpose growsnaturally into theHaralei I 
who unintelligibly swerves from revenge I 

That Kyd’s inconsistenaes of construction thus in-| 
here in Shakespeare’s play is a fact which critia*^ | 
must sooner or later face Lowell, nghtly arguii^f 
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that ‘if you depnve Hamlet of reason tlicre is no truly 
tragic motive left’, confuses his position by accepting 
the absurd pronouncement of early Victorian ‘experts’ 
diat Hamlet really exhibits in perfecnon the symptoms 
'of madness, and explains that ‘if such a man assumed 
madness, he would play his part perfectly’ Then he 
remembers that the assumed madness is ‘one of the 
few pomts in which Shakespeare keeps close to the old 
story’, and accordingly declares him to have done so 
with ‘unernng judgment’ Hamlet, that is to say, 
shams madness merely because he does not know what 
else to do ‘the scheme of simulated insanity is pre- 
cisely the one he would have been likely to lut upon, 
because it enabled him to follow hts own bent, and to 
'Inft with an apparent purpose’, and so forth Then 
3 are to believe that Shakespeare saw in the expedient 
’ the barbarian of the story, a man of action abso- 
'ly, ‘preasely’ what would be done by a man of 
,dy opposite structure To such shifts does idol- 
y conduct us 

We shall ultimately do much more for Shakespeare’s 
:redit by honesdy admowledging that lus Hamlet pre- 
tends madness because Kyd’s Hamlet did so before, 
and that in Kyd’s Hamlet the device is put out of 
(omt, first by Kyd’s own further device of the Ghost’s 
revelation, which cancels the prudential modve of the 
saga Hamblet, makmg Hamlet on the contrary at once 
arouse the King’s suspiaon, and secondly by the de- 
vice of the play-within-the-play, which is anything 
but a madman’s plan, though Jeronymo gave the pre- 
cedent In a word, Hamlet’s mock-madness is now ill- 
motived Lowell, m his best ‘high pnon’ manner, 
wntes that ‘Voltaire complains that he [Hamlet] goes 
•'mad without any sufficient object or result Perfecdy 
tnie, and precisely what was most natural for him to ' 
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do, and, accordingly, precisely what Shakespeare 
meant that he should do* Wliat Voltaire really said' 
was tliat ‘pour ne pas donner d'ombrages k Gertrude, 
il contrefait le fou pendant toute la piSce’ — a jest which 
incidentally su gg ests a better motive for Hamlet’s 
mock-madness than any given by the idolaters As 
cnoasm, Voltaire’s fling is perfecdy just, and, like 
some of his other flings, it is to be met, not by brazen- 
ing things out, but by granting that Shakespeare did at 
times make himself answerable for other men’s artistic 
sms * He did so when, essaymg his immortal task of 
transmuting the crude play of Kyd mto a dramatic 
marvel, he retained all tlie arcliaic machinery while 
transflgunng all the characters A marvel his tour dt 
force remains, but no juggleiy can do away with the 
fact that the construction is incoherent, and the here 
perforce an enigma, the snare of idolatrous cnncism 
It is of no avail to plead, as Mr Widgery so elo- 
quently does after Werder, that Hamlet m the play has 
an insuperably difficult task, seemg that he cannot 
prove the King’s gmlt by cinng the testimony of a 
ghost. Why did he not at the outset tell both Horatio 
and Marcellus what the Ghost had told hira^ They 
would have beheved, and been beheved, readily 
enough Given a Ghost who is credited by the audience^ 
why should he not be credited by the characters^ 
When, again, the Kmg rushes away m confusion from 
the play it is surely idle to argue, as does Mr Widgety, 
that Hamlet has failed in his object because the Km§' 
does not sj/eaJ^ Is not his confusion a suffiaent proot 

* Lettre i messieurs del’ acadimief ran fotse, 15 auguste, 1776 

* E g the scene between Henry and Cathenne in Henry V ^ 
which Voltaire contemned Most of his attacks on Shakespeare 
turn on r^ blemishes, and they are bracketed with very high 
praise The sm of his cntiasm is its want of final balance. 
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of his guilt ^ To say that the couraers do not so recog- 
nize It IS to argue in a arcle. Shakespeare would never 
have planned a play on such hnes and with such a 
thesis, any more than he would have invented the 
prayer-scene and the motive that there withholds 
Hamlet 

All these devices, once more, are but the machinery 
of Kyd, adapnng a barbanc story m which the bar- 
banan must delay his revenge because he is only one 
agamst a powerful chief whom the people heartily 
support, beheving lum to have saved the youth’s 
modier from her husband’s violence It all goes back, 
possibly, to a sun myth, but the barbanc tale is fairly 
coherent. Kyd needed a tale of delayed vengeance, 
and for him, though he makes Hamlet indirectly accuse 
himself m ie closet-scene with the Ghost,* there was 
no more mystery in Hamlet’s delay than ^ere was in 
Jeronymo’s, or m the haltmg and hindered movement 
of the action m Arden^ with the baffled attempts, and 
the two reconohaoons of the doomed man with his 
enemy Kyd’s tragedy-method was not psychological 
or didactic, with all his devotion to Seneca it is one of 
protracted and long-baffled action, and he of necessity 
ekes out the time with incidents and expedients, es- 
peaally where, as in Hamlet, he has a plot full of 
delays given to his hand 

In the doset-scene m the First Quarto the Ghost 
says nothing of an ’almost blunted purpose’, that is 
Shakespeare s modificanon Kyd has no such con- 
ception His Hamlet says 

Do you not come your tardy son to chide. 

That I thus long have let revenge shp by 

* In Q I the ialogue is clearly in part Kyd’s, and m the 
BrudermorJ we have *e same depiecauon of the supposed 
wrath of the Ghost at delay " 
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but die Ghost replies only 

llamlct, I once again appear to thee 
To put thee in remembrance of my death. 

Do not neglect, nor long ume put it off, — 

going on to urge him to comfort his mother This is 
wholly in the spirit of the Spanish Tragedy, where the 
pardy unavoidable and pardy artificial delay of re- 
venge IS the great preoccupation of the distracted 
Jeron3rmo, who delays in order to obtain a grand finale 
of slaughter by means of his play-within-the-play He 
begins plotung immediately after the murder 

McanwliUc, good Isabella, cease thy plaints, 

Or at die least dissemble them awhile 
So shall we sooner find the pracuce out. 

(n V 113 ) 

When he gets Bellimpena’s letter he is suspiaous 
Hieronimo, beware, — ^thou art betrayed 
And to entrap thy life diis tram is kid 
Advise thee, dierefore, be not credulous 
Dear was the life of my beloved son, 

And of his death behoves me be reveng’d 
Then hazard not thine own, Hieronimo, 

But live t’ effect thy resolunon 
I therefore will by circumstances try 
What I can gather to confirm dus wnt. 

(ill 11 37-49) 

He contemplates suicide and refrains 

For if I hang or kill myself, let’s know 
Who will revenge Horauo’s murther then? 

He thinks of appealing to the Kmg, but deades to 'go 
ljy>goi>y’ He 

will revenge lus [Horauo’s] death. 

But how? not as the vidgar wits of men. 

With open but inevitable ills, 

As by a secret yet a certain mean. 
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Which under friendship will be cloaked best 
Wise men will take their opportunity 
Closely and safely, fitting things to time. 

But in extremes advantage hatli no time. 

And therefore all times fit not for revenge 
Thus therefore will I rest me in unrest^ 

Dissembhng quiet in inquietness — (lU xiii ) 

and so on Revenge, awaked from sleep by Andrea’s 
ghost (an item wluch has been mistakenly ridiculed), 
replies 

Sufficeth thee that poor Hierommo 
Cannot forget his son Horauo, 

Nor dies Revenge although he sleep awhile 

(in xu) 

Belhmpena bitterly reproaclies Hierommo for his 
delay, but he reassures her and plots on, Isabella, com- 
mitting suiade, denounces his negligence, but he is all 
thewUe at work. For Kyd, Hamlet was substantially 
in the same case, and in making the pnnce excuse him- 
self to the Ghost he is not implying that Hamlet has 
been really remiss That is Shal espeare’s development 
of the situation Professor Bradley subtly argues* that 
when the Ghost says ‘Remember me’ he is touching, 
not accidentally, on a faculty of forgetung known to 
him m Hamlet, but in all probability the touch came 
from Kyd When Jeronymo says (iii vi 103) 

This makes me to rememher thee, my son, 
he does not mean that he had ever forgotten him 

.. § 2 The Infusion of Pesstmtsm 

The vital dramatic difference, however, between 
Jeronymo and Hamlet was that while the audience 
saw and followed Jeronymo’s purpose, there was no 
very dear purpose m Kyd’s Hamlet to follow The 
* Shakespearean Tragedy, p lafi 
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question, put to this day by the unsophisticated, ‘Why 
doesn’t lie kill his uncle and live happy ever afterwards 
with Ophelia^’ was forestalled by Kyd only in so far 
as he offered the explanation given in die Brudermord^ 
diat the King is always surrounded by his guards 
That explanaoon, given him in the old story, probably 
seemed to him sufficient But he in effect pardy quali- 
fied It when, multiplying lus episodes after his manner, 
he staged the play-scene, which put the King on his 
guard, and then the prayer-scene If meantime, as we 
have surmised, there had been going on an action in 
connexion with Fortinbras, Elizabethan audiences 
would be apt to be impatient 

True, once more, there has been no great delay m 
all* indeed, save for die indefinite interval between 
Acts I and 11 there has been none at alli The play- 
scene is only a day after die arrival of the players, and 
on diar night the action rushes on to the point of the 
decreeing of Hamlet’s voyage to England After bemg 
convinc^ by the King’s behaviour, Hamlet has had 
but one chance to slay him, and to stress that one recoil 
as the cnucs do is to pay a remarkable tnbute to the 
‘time-devounng’ power of Shakespeare’s dramatiza- 
tion Hamlet, when all is said, is commonly con- 
demned on die strength of a single recoil from 
assassination, and that under circumstances in which, 
religion apart, any lugh-mmded man would have re- 
coiled To stab ffie &ng m die back while he knelt 
praying would have been truly a precious proof of 
‘resolunon’ and ‘faculty for acuon’ But the fact re- 
mains that, as Shakespeare’s added soliloquies imply, 
die audiences, disregarding under the dramauc spdl 
all quesuons of real time, fidgeted, without the modem 
cnucs to help them They would have scouted the 
suggestion that a ghost was not a good witness, after 
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the convinang play-scene they would grow sus- 
piaous, and ^er the prayer-scene many must have 
been moved to sarcasm, though doubtless Kyd’s edify- 
mg theology impressed some The broad fact is diat, 
time apart, Hamlet as it were wilhiUy delays m our 
play, while Jeronymo is constandy planning his com- 
prehensive vengeance and loses no clear opportunity, 
though he too is slow, to the extent of angenng his 
wife and Bellimpena 

Now, Shakespeare’s handling of the play is above 
all things a masterly effort to hint a psychological 
soluuon of the acted mystery, while actually heighten- 
ing It by the self-accusing sohloquies It is he who 
makes Hamlet keep the Ghost’s tale secret in the 
Brudermord it is at once revealed to Horauo, and in 
>>our play we learn at the play-scene that it had been 
revealed m the intenm It is he who stresses the 
Queen’s guilt, here reverting to the original story as 
against the treatment indicated in the Brudermord, 
where the King makes no charge against his wife, 
though Hamlet speaks doubtfully of her at the close 
In the First Quarto we have the Ghost’s speech on the 
battlements from the text given in the Second, but in 
tbe closet-scene the Queen protests her absolute ignor- 
ance of the murder and pledges herself, in lines that 
are obviously Kyd’s, to assist Hamlet against the Kmg 
Here Kyd follows the Belleforest story m which 
Geruth protests her innocence of the murder, saying 
nothmg of other matters In the Second Quarto there 
passages disappear, and though Hamlet does not accuse 
the Queen of comphaty m the murder, his tone is that 
of one who has suffered tortures on the score of his 
mother’s degradauon 

"^s, if there be any, is the new ground-note of 
Shakespeare’s Hamlet. The gmlt of a mother is an 
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almost intolerable motive for drama, but it had to be 
maintained and emphasized to supply a psychological 
solution, or rather a lunt of one The childhke sub- 
serviency of poor Ophelia tells to the same effect * 
Utter sickness of heart, revealing itself in pessimism, 
IS again and again dramatically obtruded as if to set us 
feeling that for a heart so crushed revenge ts no remedy ^ 
And this impliat pessimism is Shakespeare’s personal 
contnbution his verdict on the situation set out by 
the play ^ But the fact remains that he has not merely 
not been explicit — ^as he could not be — ^he has left 
standing matter which conflicts with the solution of 
pessimism, he has exliibited Hamlet as roused to de- 
termination by the spectacle of the march of Fortinbras 
and declanng tliat he knows not why he has refnuned, 

* Professor Bradley’s gallant and bnlliant defence of the ill- 
starred cluld does not alter her relation to the action 

* Nc\er that it is forbidden by rehgion 

s Over thirty years ago I put the thesis of Hamlet’s pessi- 
mism in an essay on TAe Upshot of Hamlet (i88j) It has since 
been independently put by several German wnters ivho, how- 
ever, leave die issue at diat See Hermann Turck’s Hamlet em 
Gente (1888) and Das ps^chologtsche Problem in der Hamlet- 
Tragodte (1890), also his polemic with Kuno Fischer over 
their respective onginalines Die Uebereinstimmtmg von Kuno 
Fischer’s und Hermann Turck’s Hamlet-Erklarung (1894), and 
Kuno Fischer’s kritische Methode (1894) Both writers, as it 
happened, were repeanng a British thesis But Turck has the 
phrase ‘Hamlet is the tragedy of idealism’ {Hamlet ein Gente, 

P i 7 )> pardy endorsed hy Professor Bradley, p 113 On the 
odicr hand, my proposmon that Shakespeare imports a tempor- 
ary pessimism of his own into Hamlet’s situation was pardy 
anucipatcd by Rumelin m his Shakespearestudien {1S66), p 96 
‘So war auch in Shakespeare die Hamlet-Natur nur ein Theil 
seines Gemudislebens ’ But he amin was antiapated a century 
earlier by a Bnnsh enne riho far outwent his age in psycho- 
logic^ penetration ‘For what is Falstalf, what Lear, what 
Hamlet or Othello, but different modifications of Shakespeare’s 
diought^’ — ^Maurice Morgann, Essay on Falstaff (1777). P 
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j and he has further exhibited him acting with abundant 
^ vigour m the sea episode, as he had previously done in 
planmng the Court play These displays of vigour, 
like the killing of Polonius, do not consist with a pessi'- 
mism so laming as to preclude revenge And the 
ultimate fact is that Shakespeare couIJ not make a 
psychologically or otherwise consistent play out of a 
plot which retained a stnctly barbanc action while the 
hero was transformed into a supersubde Elizabethan. 


§ 3 The Upshot 

If this be pronounced aspersive cnticism, I have but 
to say that for me the play becomes only more wonder- 
ful when the manner of its evolution is reahzed What 


Shakespeare could not do, no man could have done. 
What he did remains a miracle of dramatic imagina- 
tion In the place of one of the early and crude 
creations of Kyd, vigorous without vensimihtude,* 
outside of refined sympathy, he has projected a persona- 
hty which from the fiist line sets all our sympathies lO 
a quick vibration, and so holds our minds and hearts 
that even the hero’s cruelties cannot ahenate thpiu 
The tnumph is achieved by sheer intensity of present- 
ment, absolute lifelikeness of utterance, a thnllmg and 
convmang nghtness of phrase and of feehng where 
wrong feeling is not part of die irremovable matenal 
He who will may argue that Shakespeare should not 
have accepted intractable matenal Let him tell us 
whether he would rather have been without Hamlet^ 
and whether he cannot see that the practical compul- 
aon to handle or retam intractable matenal underlies 
half a dozen of the Shakespeare plays as well as 


* Thi^ of cowe, does not apply to Arden, which is later 
Md psychologically very much superior to the Tragedy, thoueh 
htdc better m point of verse techie. ® 
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Hamlet — Timorij Pericles^ Cymbelme, Henry F, the 
W inter's Talc, Measure for Measure, All 's Well, to 
say noditng of other comedies Till that is seen 
Shakespeare is not revealed 

He was, as usual, adapting an old play for his com- 
pany, in the way of business Its mam features he had 
to presert'e, else the public would miss what they 
looked for Hamlet must retain its Ghost and its 
mock-madness no less than the real madness of 
Ophelia To satisfy the poet as well as his cultured 
patrons the Pnnee must be made truly pnncely, and 
every stroke to that end was an element of success 
But the revenge of the refined Hamlet must be delayed 
as was tliat of die barbanc Hamblet, without the 
onginal reason, the old machmeiy must be retained, 
down to the prayer-scene, and so diere emerged a 
puzzling and unexplained character in place of one 
analogous to the rudely and clearly outlined Jeronymo, 
never puzzling to anybody save the characters along- 
side lum, who are not in his counsels as the audience are 
Evolving a Hamlet of the highest mental lucidity, 
Shakespeare lumself at one pomt accepted the infer- 
ence of an ‘almost blunted purpose’, a will that will not 
act when it should, and by a score of subde strokes he 
tacidy suggests how a man may feel the barrenness of 
a revenge to which he is vowed But this is only half 
of his composite Hamlet the other is die presentment 
of a man who can act with lightning speed and force, 
and will ‘make a ghost of him that lets me’ Of all the 
explanatory formulas that of Mackenzie, so Iitde dis- 
cussed, is the best ^ He posits an excess of sensibility 
which yields uncertain and divergent action — a spirit 
winch recoils as uncontrollably from straightforward 

* The essay on Hamlet is not included in the collected edition 
of Mackenzie’s Mucdlancous Worhs, 3 \ols CiSzq) 
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killing as from another’s villany or unworthiness 
"With a difference, Professor Bradley pronounces that 
Hamlet ‘tnes to find reasons for lus delay in pursuing 
a design which exates his aversion’ * Such a concep- 
tion may as easily be read mto Shakespeare as that of 
psychic shock, or pessinusm ansmg out of personal 
disillusionment. But it also is madequate to ^e data 
Hamlet thrusts through the arras without hesitation, 
and shows no horror at his deed He has no scruple 
about sendmg his schoolfellows to their death on the 
bare surmise that they knew the contents of the King’s 
dispatch A ’sensibihty* which yields at once diese 
results and an msuperable recoil from vengeance on 
i villain IS not finally thinkable In the words of Sal- 
nm, ‘A man like Hamlet has never existed, nor could 
uast.’* This, as we must admit m the conclusion, is 
lot really an ultimate mdictment of Shakespeare but 
It IS a necessary estoppel of certam theonsts who turn 
m aestheuc suggesuon into a false histone theorem 

For tt K idle to pietend that Shakespeare was deeply 
concerned to secure perfect arusne consistency As an 
adaptor and reconstructor he worked wonders, but he 
had to let pass many mcongnudes in many plays To 
those already noted we may add the retention of the 
Dumb Show m which, before tbe play, the murder is 
enacted even as it is ^ter the speeches As it is the 
action and not the speakmg that upsets the Kmg, he 
oughteither to have been upset by the Dumb Show or to 
have collected himself for the repetition ^ Shakespeare 
at tbs pomt merely let stand what he found, as he let 
stand the episodes wbch we have seen to be ‘out of the 

* Shakespearean Tragedy, p 226 

* Art. ‘Salvini on Shak^jeare’, by Helen Zimmem, Gentle- 
man s Magazine, February 1884. 

’ This was commented on a century ago 
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frame' Whether or not by reason of the play being 
onginally m two parts, it is full of fortuitous retarda- 
tions, and It is not surprising that in a recent revival 
the actor-manager dropped such matters as the advice 
to the players and Polonius’ advice to Laertes, even as 
the Reynaldo scene had been dropped long before. 

It IS possible, indeed, to exaggerate the incongruities 
of the piece Though Hamlet’s age is certainly a con- 
undrum Professor Bradley has perhaps made needless 
difficulty* as to Hamlet's proposed return to Witten- 
berg ‘Going hack to school m Wittenberg’ does not 
necessanly mean that he lias 3ust come thence, and his 
reception of Horatio and Marcellus does not imply, as 
Professor Bradley says, tliat he and Horatio are sup- 
posed to have left Wittenberg ‘for Elsinore less than 
two months ago’ Hamlet may have left it years be- 
fore, and his ‘Horatio, or I do forget myself’, suggests 
long severance As Professor Trencli remarks, ‘the 
city’ may very well be Copenhagen, where Hamlet 
may have spent time after leaving Wittenberg But 
there is real incongruity in his telling Horatio (lii n) 
how he has prized him ‘since my dear soul was mistress 
of her choice’, after greeting him with ‘Horatio, or 
I do forget myselP Even Professor Trench, who 
assures us that Shakespeare is ‘regular and orderly m 
his work with tlie regularity and order of a classical 
genius’,* and warns us that when we fail to imderstand 
It may be our own fault, ^ also declares^ that ‘when we 
fail to understand him [Shakespeare], it certainly is 
often Ins own fault’ 

It IS most true, if we must say ‘fault’ in a case where 
the master is performing a miracle of transmutation, 

' In Note B on Hamlet in Shakespearean Tragedy 

* Shakepearse’s Hamlet (1913), p 187 

3 p 1^6 4 p lop 
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IS 


Vitalizing, elevating, and irradiating a crude creation 
into a world’s wonder, and finally missing artistic con- 
sistency simply because consistency was absolutely 
excluded by the material He leaves it possible for 
some (including Professor Trench) to think Hamlet 
more or less r^ly mad He indicates no totally ex- 
planatory formula because he could not the play will 
not now go mto any In paymg ourselves wi A saving 
formulas of Hamlet’s mystery we are but obscuring 
Shakespeare’s mystery, wluch is here finally so legible 
and so vividly interesting Hamlet is only the more 
wonderful for being nghtly ‘understood’ When 
Furmvall indignantly rejected* the diesis of the 
Clarendon Press editors Aat the First Quarto in its 
construction is mamly the work of the earlier play- 
^wnght, he was but revealing the uncnucal temper of 
the older Shakespeare-worship Disregarding the real 
tests of dicuon and psychology, he was staking Shake- 
speare’s greatness on such positions as the invention 
of the idea of a play-within-the-play and the creation 
of such dialogue as Hamlet’s ‘chaff’ with Polonius — 


work within the capaaty of lesser men than Kyd The 
assailed editors had made a loyal inducuon from the 
documents, and Fumivall and Dowden, refusing to 
make it, were seeking for Shakespeare the wrong kind 
of credit His real triumph was to turn a crude play 
mto the masterpiece which he has left us It is a per- 
fecdy magnificent tour deforce and its ultimate aesthetic 
miscamage is only the supreme illustration of the 
vulgar but anaent truth that an entirely satisfactoiy 
silken purse cannot be constructed, even by a Shake- 
speare, out of a sow’s ear — if one can without in- 
drancy apply that figure to a barbanc saga which 
ultimately yielded us Hamlet 


* Academy, August 7, 1880 
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Aesthetically, it is improper For, when all is said, 
the ‘pragmatic’ test is pracucally final for such a thing 
as a drama Hamlet has ‘made good' it hab enor- 
mously overpassed the simple end of tlie playwright, 
to entertain The miraculous puppetry of the actor- 
manager has kept millions at gaze for centunes now, 
and if Shakespeare could be recreated and asked why 
he managed here and there so oddly, he might with an 
unanswerable effect open eyes of wonder and ask what 
should make us thus put his mechanism to the rack. 
‘Do you want an absolute^ he might ask, ‘as a stage 
entertammen t •*’ And though we might mtike play with 
Hamlet’s d ctum about holding up a mirror to Nature 
we should be met by the reminder that that, too, is part 
of the play^ and we should know that Shakespeare had 
non-suited us 

And so he might silence us if we sought to debate 
with him on the character of lago, which m Professor 
Bradley’s fine dissection we almost feel to be drawn 
from life itself ‘Did you mean to make a study of 
moral insanity we might ask him ‘Is the formula of 
lago simply that he is at bottom the criminal type, 
crafty in will-worship and stupid in craft — a reversion 
to tlie ape or savage ‘Does tliat really matter?’ he 
might reply ‘Has not the play sufficed to occupy in- 
telbgent people ? What matters it whether lago could 
or could not have really existed? Could Othello? 
Could Falstaff? For tliat matter, could any imagined 
person? What u fiction? The play works Would 
anything but lago serve to drive a tragedy that hinges 
on a handkerchief ? If you thmk so, try another ’ And 
there an end 

But the cnucal intellect, too, has its rights its concern 
is simply conceptual truth, and as against — not Shake- 
speare but — those who formulate Ptolemaic schemes 
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of his works, its rights are absolute The ‘purpose of 
playing is’ — ^well, not exactly what Hamlet-Shake- 
speare alleges! But the purpose of science is indisput- 
ably to know how things actually went, and it is tune 
we had done with Ptolemaic methods, though the 
hterary Ptolemaists have mcluded some remarkably 
able men, recalling the distmguished prototype, who 
was a very able man indeed. 



Caroline F. E. Spurgeon 

(b 1869) 

LEADING MOTIVES IN THE IMAGERY OF 
SHAKESPEARE’S TRAGEDIES' 

I T lias not, so far as I know, ever yet been noticed 
tliat recurrent images play a part in raising, de- 
veloping, sustaining, and repeaung emouon in the 
tragedies, wliicli is somewhat analogous to the acoon 
of a recurrent theme or ‘monf’ in a musical fugue or 
sonata, or in one of Wagner’s operas 
Perhaps, however, a more exact analogy to the 
function of Shakespeare’s images in this respect is the 
unique work of another great arust, of the pecuhar 
quality of whicli they constantly remind one, that is, 
Blake’s illustrauons to his prophetic books Diese are 
not, for the most part, illastrations in the ordinary 
sense of tlie term, the translation by the amst of some 
inadent in the narrattve into a visual picture, tliey are 
rather a running accompaniment to the words m an- 
otlier medium, sometimes symbolically emphasizing 
or interpreung certain aspects of the tliought, some- 
nmes supplying frankly only decoration or atmo- 
sphere, someumes grotesque and even repellent, vivid, 
strange, arresting, sometimes drawn with an almost 
unearthly beauty of form and colour' Thus, as tlie 
leaping tongues of flame wluch illuminate the pages of 
TAe Marncgc of Heaven and Hell show the visual form 
which Blake’s diought evoked in his mind, and sym- 
bolize for us the punty, the beauty, and the two-edged 
quality of hfe and danger in his words, so the recurrent 
images in Macbeth or Hamlet reveal the dommant 

> Shakespeare Assoaation Lecture (1930) 
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picture or sensation — and for Shakespeare the two are 
identical — in terms of wliich he sees and feels the main 
problem or tlieme of the play, thus giving us an un- 
emng clue to the way he looked at it, as well as a 
direct glimpse mto Ae workmg of his mmd and 
imagination 

These dominating images are a charactensoc of 
Shakespeare’s work throughout, but whereas in die 
earher plays they are often rather obvious and of set 
design, taken over in some cases with the story itself 
from a hmt m the original narrative, in the later plays, 
and especially in the great tragedies, they are bom of 
the emotions of the theme, and are, as m Macbethy 
subde, complex, vaned, but intensely vivid and reveal- 
ing, or as m Zear, so constant and all-pervading as to 
,be reiterated, not only m the word-pictures, but also 
m the smgle words themselves 

Any reader, of course, must be aware of certam 
recurrent symbohc imagery in Shakespeare, such as 
that of a tree and its branches, and of planting, lopping, 
or rooung up, which runs through the English histon- 
cal plays, they are conscious of the imaginative effect 
of die animal imagery m Lear, or of the flash of ex- 
plosives in Romeo and Juliet, but it was not until the 
last few years, when m die course of an intensive study 
of Shakespeare’s imagery I had listed and classified 
and card-indexed and counted every image m every 
play thnce over, that the actual facts as to these 
dominatmg pictures stared me in the face 

I foxmd that there is a certain range of images, and 
roughly a certain proportion of these, to be expected 
m every play, and that certam famihar categones, of 
nature, animals, and what one may call ‘everyday’ or 
‘domesuc’, easdy come first But in addmon to this 
normal groupmg, I have found, especially in the 
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tragedies, certain groups of images which, as it were, 
stick out in each particular play and immediatel) 
attract attention because they are pecuhar either ir 
subject or quantity, or both 

Tliese seem to form the floating image or images ir 
Shakespeare’s imnd called forth by that particular play 
and I propose now, as bnefly as possible, just to look 
at the tragedies from die point of Mew of these groups 
of images only 

In Romeo and Juliet the beauty and ardour of young 
love IS seen by Shakespeare as the irradiating glory of 
sunlight and starhght in a dark world The doimnat- 
ing image is lights every form and mamfestation of it, 
the sun, moon, stars, fire, lightning, the flash of gun- 
powder, and the reflected light of beauty and of love, 
while by contrast we have night, darkness, clouds, 
rain, mist, and smoke 

Each of the lovers thinks of the other as hght, 
Romeo’s overpowenng impression when he first 
catches sight of Juhet on the feteful evemng at the 
Capulets’ ball is seen in his exclamation, 

O, she doth teach the torches to bum bnghtl 

To Juhet, Romeo is ‘day in mght’, to Romeo, Juhet 
is die sun nsing from the east, and when they soar to 
love’s ecstasy, each alike pictures the other as stars m 
heaven, shedding such bnghtness as puts to shame the 
heavenly bodies themselves 

The intensity of feehng m both lovers purges 
even die most highly affected and euphuistic con- 
ceits of their artifiaahty, and transforms them into 
die exqmsite and passionate expression of love’s 
rhapsody 

Tlius Romeo pla)^ with the old conceit that two 
of die fairest stars m heaven, havmg some business on 
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earth, have entreated Juliet’s eyes to take their place 
till they return, and he conjectures. 

What if her eyes were there, they in her head? 

If so, 

The bnghtness of her cheek would shame those stars. 
As day-light doth a lamp 

and then comes the rush of feeling, the overpowering 
realizauon and immortal expression of the transform- 
mg glory of love, 

her eyes in heaven 

Would through the airy region stream so bright 
That birds would smg and think it were not niglit. 

And Juhet, m her mvocation to night, using an even 
more extravagant conceit such as Cowley or Cleve- 
land at his wildest never exceeded, transmutes it into 
the perfect and natural expression of a girl whose lover 
to her not only radiates hght but is, indeed, very hght 
Itself 

Give me my Romeo, and, when he shall die. 

Take him and cut him out in little stars. 

And he will make the face of heaven so fine. 

That all the world will be m love with mght. 

And pay no worship to the garish sun 

Love IS described by Romeo, before he knows what it 
really is, as 

a smoke raised with the fiime of sighs, 
Bemg purged, a fire sparkling in lovers’ eyes, 

and the messengers of love are seen by Juhet, when she 
' IS chafing under the nurse’s delay, as one of the most 
exquisite effects in nature, espeaally on the Enghsh lulls 
m sprmg, of the swift, magical, transforming power of 
hght, ‘love’s heralds’, she cnes, ‘should be thoughts. 
Which ten tunes faster glide than the sun’s beams, 
Dnvmg back shadows over lounng lulls ’ 
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The irradiating quality of the beauty of love is noaced 
by both lovers, by Juliet in her first ecstasy, when she 
declares that lovers’ ‘own beauues’ are suffiaent hght 
for tliem to see by, and at tlie end by Romeo, when, 
dunking her dead, he gazes on her and cnes 

her beauty makes 

This vault a feasting presence full of light. 

Tliere can be no question, I dunk, that Shakespeare 
saw die story, in its swift and tragic beauty, as an 
almost blinding flash of light, suddenly ignited and as 
swifdy quenched He quite dehberately compresses 
the action from over nine months to the almost in- 
credibly short penod of five days, so that the lovers 
meet on Sunday, are wedded on Monday, part at dawn 
on Tuesday, and are reunited in death on the night of 
Thursday "nie sensation of swiftness and bnlliance, 
accompanied by danger and destruction, is accentuated 
again and again, by Juliet when she avows their 
betrothal 

is too rash, too unadvised, too sudden. 
Too like the lightning, which doth cease to be 
Ere one can say ‘It lightens’, 

and by Romeo and the Fnar, who instinctively make 
repeated use of tlie image of the quick destructive flash 
of gunpowder (in lu 103, 132, v 1 63) Indeed the 
Friar, in his well-known answer to Romeo’s prayer 
for instant mamage, sucancdy, in the last mne words, 
sums up the whole movement of the play* 

These violent delights have violent ends. 

And in their tnumph die, like fire and powder 
Which as tliey kiss consume 

Even old Capulet, whom one does not thmk of as a 
poetical person, diough he uses many images — some 
of great beauty — carries on the idea of light to repre- 
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sent love and youth and beauty, and of the clouding 
of the sun for gnef and sorrow He promises Pans 
that on the evening of the ball he shall see at his house 
Earth-treading stars that make dark heaven light, 

and when he encounters Juliet weeping, as he thinks 
for her cousm Tybalt’s deadi, he dotlies his comment 
in similar nature-imagery of light quenched in darkness, 
When the sun sets, the air doth drizzle dew. 

But for the sunset of my brother's son 
It rains downright 

In addition to this more defimte symbolic imagery 
we find that radiant light, sunshine, starlight, moon- 
beams, sunnse and sunset, the sparkle of fire, a meteor, 
candles, torches, quick-coming darkness, clouds, mist, 
ram, and night, form a pictonal background or run- 
ning accompamment to the play, which augments un- 
consaously in us this same sensation 
We meet it at once m the Pnnce’s descnpuon of the 
attitude of the nval houses 

That quench the fire of your permaous rage 
With purple fountains issumg from your veins, 

and later, m the talk of Eenvolio and Montagu about 
die nsing sun, the dew, and clouds (i 1 117-18,130-6), 
followed by Romeo’s definmon of love (1 1 189- 
90), Capulet’s words just quoted, Benvolio’s nming 
proverb about fire (i u 4<^, the talk of Romeo and 
Mercuuo about torches, candles, lights, and lamps 
(i IV 35-45), the flashing hghts and torches of the 
- ball, four umes accentuated (i v 28, 45, 88, 126), 
Romeo’s conception of Juhet as a ‘bnght angel’, ‘as 
glonous to this nighd 

As 15 a winged messenger of heaven, 
the moonlight in the orchard, the sunnse Fnar Law- 
rence watches from his cell, the sun cleanng from 
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heaven Romeo’s sighs (ii ui 73), the exquisite light 
and shadow swifdy chasing over Juliet’s words in the 
orchard (n v 4-1 1), the ‘black fete’ of the day on 
which Mercutio was killed, the ‘fire-eyed fury* which 
leads Romeo to challenge Tybalt, their fight, to which ^ 
they go ‘like lightning’, the sunset which Juhet so 
ardendy desires to be swift ‘and bnng in cloudy mght 
immediately*, the exquisite play of quivering hght 
from darkness through dawn, uQ 

]ocund day 

Stands up-toe on the misty mountain tops, 
which forms the theme of the lovers’ parting song, 
and at die last, Romeo’s anguished reply to Juliet, 
pointing the contrast between the coming day and 
tlieir own great sorrow. 

More light and light more dark and dark our woesl 

And then at the end we see the darkness of the 
churchyard, lit by the glittenng torch of Pans, qmckly 
quenched, Romeo’s amval with his torch, the swift 
fight and death, the dark vault, which is not a grave 
but a lantern irradiated by Juliet’s beauty, Romeo’s 
gnra jest on the *lightning before death’, followed im- 
mediately by the self-slaughter of the ‘star-crossed’ 
lovers, the gathenng together of the stncken mourners 
as the day breaks, and the ‘gloommg’ peace of the 
overcast morning when 

The sun for sorrow will not show his head 
Shakespeare’s extraordmary suscepubility to sug- 
gesuon and readiness to borrow is well exemplified in 
this running imagery. He took the idea from the last 
place we should expect, from the wooden doggerel of 
Arthur Brooke, and the germ of it is in the sing-song 
line in which Brooke describes theatotudeof thelovers. 
For eacli of diem to other is as to the world the sun 
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Their mutual feeling and the feud of the families is 
constantly referred to by Brooke as ‘fire’ or ‘flame’, 
m the beginning, he speaks of die feud as a ‘mighty 
fire’, the families 'bathe in blood of smarting wounds’, 
■,and the Pnnee hopes he may ‘quench the sparks diat 
burned within their breast’ These three images are 
combined and umfied by Shakespeare in the two lines 
already quoted (i i 83-4) 

Other suggestions also come from Brooke, such as 
the emphasis on the bnght light of the torches at the 
ball, and Romeo’s first sight of Juliet, which is a 
‘sudden kindled fire’, her first impression of him 
when he 

in her sight did seem to pass the rest as far 
As Phoebus’ shining beams do pass die brightness of a star, 

uid his descnption m his first talk to her, of the 

quick sparks and glowing furious glead 
from your beauty’s pleasant eyne. Love causdd to 
proceed 

Which have so set on fire each feeling part of mine 
That lo, my mind doth melt away, my outward parts do 
pine, 

which is transmuted to the delightful image of die 
stars which have changed places with her eyes (ii 11 
15-22) 

But although Shakespeare took the idea from his 
ongmal it scarcely needs saying that, in taking it, he 
has transformed a few conventional and obvious 
similes of litde poetic worth into a continuous and 
consistent running image of exquisite beauty, build- 
ing up a definite picture and atmosphere of brilliance 
swifdy quenched, which powerfully affects the ima- 
gination of the reader 

In Hamlet, naturally, we find ourselves in an entirely 
different atmosphere, and if we look closely we see 
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this IS partly due to tlie number of images of sickness, 
disease, or blemish of the body m the play, and we 
discover that the idea of an ulcer or tumour, as de- 
scnptive of the unwholesome condition of Denmarl 
morally, is, on the whole, the dominaung one 
Hamlet speaks of lus mother’s sin as a blister on thi 
‘fair forehead of an innocent love', and as m Zcar, th( 
emotion is so strong and the picture so vivid, tha 
the metaphor overflows into the verbs and adjectives 
heaven's face, he tells her, is thought-sick at the act 
her husband is a mildew'd ear, blasting his wholesomt 
brother, and to have mamed him her sense must be 
not only sickly but apoplex'd, and at the end of that 
temfic scene (iii 4) he implores her not to soothe her- 
self with the belief that his father’s appanuon is due 
to her son’s madness and not to her own guilt, for 
that 

will but skin and film the ulcerous place, 

Whiles rank corruption, mimng all witlun. 

Infects unseen 

So also, later, he compares the unnecessary fighting 
between Norway and Poland to a kmd of tumour 
which grows out of too much prosperity He sees the 
country and the people m it dike in terms of a sick 
body needing mediane or the surgeon’s knife When 
he surpnses Claudius at his prayers, he exclaims 

This physic but prolongs thy sickly days, 

and he describes the action of consaence m the un- 
forgettable picture of the healthy, ruddy countenance 
turning pale with sickness (iii 1 84) A mote in the 
eye, a ‘vicious mole’, a ^led chilblain, a probed 
wound and purgation, are also among Hamlet’s im- 
ages, and the mind of Claudius runs equally on the 
same tlieme 
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When he hears of the murder of Polonius he 
declares that hjs wenl^ess in not sooner having had 
Hamlet shut up was comparable to tlie cov^'ardly acuon 
of a man with a ‘foul disease’ who 

To keep It from dixmlging, let it feed 
Even on the pith of life, 

and later, when arranging to send Hamlet to England 
and to his death, he jusufies it by tlic proverbial tag 
diseases desperate grown 
By desperate appliance are relieved, 

Or not at all, 

and adjures the English king to carry out his behest, 
m the words of a fever pauent seeking a sedauve, 

For like the hectic in my blood he rages, 

And thou must cure me 

When working on Laertes so that he will easily 
fall in with the design for the fenang match, his speech 
is full of the same underlying tliought of a body sick 
or ill at ease, 

goodness, growing to a plurisy, 

Dies in his own too much, 

and finally, he sums up the essence of the posidon and 
Its urgency with lighming vividness in a short medical 
phrase. 

But, to the quick o’ tlie ulcer 
Hamlet comes back. 

In marked contrast to Lear, though bodily disease 
IS emphasized, bodily action and strain are little drawn 
upon, indeed, only in Hamlet’s great speech is it 
brought before us at all {to be shot at with slings and 
arrows, to take arms against troubles and oppose them, 
to suffer shocks, to bear the lash of whips, and endure 
pangs, to grunt and sweat under burdens, and so on), 
and here, as in Lear, it serves to intensify the feehng 
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of mental anguish Li Hamlet^ however, anguish is 
not the dommating thought, but rottenness^ disease, 
corruption, the result of dirt^ the people are *muddied’, 
Thick and unwholesome in their thoughts and whispers, 

and this corruption is, in the words of Claudius, ‘rank’ 
and ‘smells to heaven’, so diat the state of things m 
Denmark which shoclu, paralyses, and finally over- 
whelms Hamlet, is as the foul tumour brealung in- 
wardly and poisoning die whole body, wlule showmg 

no cause without 
Why die man dies 

Thus, to Shakespeare’s pictonal imagmation, the prob- 
lem in Hamlet is not predommandy that of vill and 
reason, of a mind too philosophic or a nature tempera- 
mentally unfitted to act quickly, he sees it pictonally, 
not as the problem of an individual at all^ but as some- 
thing greater and even more mystenous, as a condition 
for which the individual himself is apparendy not 
responsible, any more than the sick man is to blame 
for the cancer which stnkes and devours lum, but 
which, nevertheless, m its course and development 
impartially and relendesslyarmihilates him and others, 
innocent and guilty alike. That is the tragedy of 
Hamlet, as it is, perhaps, the chief tragic mystery of life. 

It IS hardly necessary to pomt out, m a play so well 
known and of such ndi imagmanve quality, how the 
uglmess of the dominating image (disease, ulcer) is 
counteracted, and the whole hghted up by flashes of 
sheer beauty m the imagery, beauty of picture, of 
sound and assoaation, more particularly m the classical 
group and m the persomficadons Thus the tragiq 
murky atmosphere of Hamlet’s mtemew with his 
mother, with its ever-repeated insistence on physical 
sickness and revoldng disease, is illummed by the 
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glow of his descnption of Ins father’s portrait, tlie 
assoaations of beauty called up by Hypenon, Jove, 
and Mars, or the exquisite picture evoked by the con- 
templauon of the grace of his father’s poise, 

like the herald Mercury 
New-lighted on a hcavcn-kissmg lull 

These beauties are specially noticeable in tlie many 
personifications, as when, with Horatio, we see ‘the 
mom in russet mande clad’, as she ‘walks o’er the 
dew of yon high eastward hill’, or with Hamlet watch 
Laertes leapmg mto Ophelia’s grave and ask 

whose phrase of sorrow 

Conjures the wandering stars and makes dicm stand 
Like wonder-wounded hearers ^ 

Peace, with her wheaten garland, Niobe all tears, 
Ophelia’s garments ‘heavy with their dnnk’, wlio pull 
her from her ‘melodious lay* to muddy death, or the 
magnificent picture of the two sides of the Queen’s 
nature at war, as seen by the elder Hamlet, 

But look, arad^cment on thy mother sits 
O, step between her and her fighung soul* 

these, and many more, are the unforgettable and 
radiant touches of beauty m a play which has, as 
images, much that is sombre and unpleasant. 

Troilus and Hamlet are very closely connected in 
their imagery Did we not know it for other reasons 
we could be sure from the siimlanty and continmty 
of s3nnbolism m the two plays that they were written 
near together, and at a nme when the author was 
suffenng from a disillusionment, revulsion, and per- 
turbauon of nature, such as we feel nowhere else widi 
the same mtensity 

The same two groups of images run through and 
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dominate botli plays, disease and food, in Hamlet the 
first IS predominant, and m Troilus die second 

Tlie main emotional theme in Trotlus — passionate, 
idealistic love followed by disillusion and despair — 
IS pictured with overwhelming vividness through 
physical taste, the exquisite anticipation by a sensitive 
palate of deliaous food and wine, and the sick revolt 
and disgust on finding on one’s tongue only ‘greasy 
relics’ or rotting fruit 

The disgust at woman’s wantonness seems to ex- 
press Itself instinctively to Shakespeare, espeaally in 
these two plays and in Antony, in terms of physical 
appetite and food ‘Heaven and earth 1’ cries Hamlet, 

she would hang on him. 

As if increase of appetite had grown 
By what it fed on and ye^ n itlun a month — 

Let me not dunk on't. 

So lust, says die elder Hamlet, ‘though to a radiant 
angel link’d’, will ‘prey on garbage’ 

Cleopatra, like Cressid, is thought of as a tempting 
and delicious piece of food, ‘a dish for the gods’, 

other women cloy 

The appetites they feed, but she makes hungry 
Where most she satisfies, 

and in moments of revulsion both alike become a cold 
and greasy remnant; ‘I found you', says Antony, 

‘as a morsel cold upon 
Dead Caesar’s trencher ' 

In like manner, before Troilus has been undeceived he 
dunks of his sweet love as ‘food for fortune’s tooth’, 
and when the revulsion of disgust follows her treach- 
ery, he cnes bitterly. 

The fractions of her faith, orts of her love, 

The fragments, scraps, the bits and greasy relics 
Of her o’er-eaten faith, are bound to Diomed 
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In that amazing image of tlie anuapauon of her love it 
IS the sense of taste whicli comes naturally to Troilus’s 
hps as the means of expressing it 

I am giddy, expectaaon whirls me round 

The imaginary relish is so srveet 

That It enchants my sense what will it be, 

When that the watery palates taste indeed 
Lo\e’s tlince reputed nectar^ 

and It IS an image drawn from the same sense, as 
applied to ‘the poor creature, small beer’, which 
Cressid uses when Pandarus urges her to moderate 
her emouon at the tliought of parung from Troilus, 

how can I moderate it^ 

If I could temporise with my affection, 

Or brew it to a weak and colder palate. 

The hke allayment could I give my gnef 

Troilus, in the vivid, passionate speeches, the meta- 
phors of which throw so much light on his character 
(it 11 26-32, 37-jo, 61-96), twice draws upon food to 
makeVus diou^t more clear Thus, for instance, when 
he IS fiilnunaung against the prudent counsels of his 
brothers to let Helen go, based on reason, he uses a 
cunous metaphor from a jugged or stuffed liare, which 
IS clearly an assoaauve one He scorns their timidity, 
and in true Shakespearean fashion he expresses die 
quality by the concrete example of the most umid 
animal of the Helds in England, turning it into an 
adjective, this, m turn, calls up the memory of the 
succulent dish sull a favounte one widi English 
' country folk, and he applies the process of the larding 
and cookmg of it (which he clearly knows well) to the 
dulhng of men's minds and the sapping of their fiery 
manhood with overmuch reason and caution 

, Nay, if we talk of reason, 

Let s shut our gates and sleep manhood and honour 
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Should have hare-hearts, would they but fat theu: thoughts 
With this cramm’d reason 

And a little later, when he is again urging them to 
stand hrm by honour, diough it may not be the easiest 
way or suit diem at the moment, he takes an example 
from ordinary, thnfy household management to 
illustrate this 

nor the remainder viands 
We do not throw in unrespeenve sieve, 

Because we now are full 

The force of this dominating symbol is so great that 
we find diat fourteen of the characters make use of 
images of food, taste, or cooking, and that there are no 
less than forty-four such images in the play seething, 
stewing, minang, baking, larding, stuffing, broiling, 
basting, brewing, frying, kneading, boiling, and stir- 
ring ffie ingredients for a pudding, are among the 
vanous kmds of coobng described or referred to, 
sometimes at considerable length, as in the metaphor 
on gnnding the wheat, bolting, leavening, kneading, 
mabng the cake, heaung the oven, babng, and cool- 
ing, earned on widi expert knowledge by Pandarus 
and complete understanding by Troilus m the openmg 
of tlie play (i i 14-26) 

A ‘crusty batch’ (of bread), cheese served for a 
digestive, or mouse-eaten and dry, an addled egg, 
mincemeat seasoned with spice and salt and baked in 
a pie, porndge after meat, a dish of fool (stewed fruit 
crushed with cream), a fusty nut, a hard sailor’s bis- 
emt, fair frmt rotting untasted in an unwholesome 
dish, and greasy remnants of food are, in addition, all 
pressed into service, as are also hunger, appetite, 
ravenous eating, digestion, fasnng, feeding, tasnng, 
dnnkmg up the lees and dregs of wine, tossing off a 
toast, sauce, flavouring, salt, sweet and sour 
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Indeed, images of coofang seem so constantly with 
the speakers that they cannot refrain from using them 
even in the most far-fetdied way, as when Pandarus 
describes how, when Helen was playing with Troilus, 

, Queen Hecuba laughed so diat her eyes ran o er, and 
Cassandra laughed, to which Cressida quickly retorts, 
But there was more temperate fire under the pot of her 
eyes did her eyes run o’er too^ 

Or when Ulj'sses refers to Achilles as the proud lord 
That bastes his arrogance with his own seam [lard], 
and declares that if, as had been suggested, Ajax went 
to him. 

That were to enlard his fat-already pnde 
The imagery in Macbeth appears to me to be more 
^ch and vaned, more highly imaginanve, more un- 
approachable by any other wnter, than that of any 
other single play It is particularly so, I think, in the 
continuous use made of the simplest, humblest, every- 
day things, drawn from the daily life in a cottage, as a 
vducle for sublime poetry But that is beside our point 
here 

The ideas m the imagery are in themselves more 
imaginabve, more subtle and complex than in other 
plays, and there are a greater number of them, mter- 
woven the one widi the other, recurnng and repeaung 
There are at least four of these mam ideas and many 
subsidiary ones 

A One is the picture of Macbeth himself 
^ ■’ Few simple things — ^harmless m diemselves — ^have 
such a cunously humihatmg and degrading effect as 
the spectacle of a small, ignoble man enveloped in a 
coat far too big for him Comic actors know this 
well — Charlie Chaplm, for mstance — ^and it is by means 
of ibis homelv ntcttirf thnr Shakespeare shows us his 
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imaginati ve vi ew-o£jheJie roj and expresses theJact 
that the iionours for whicli_the jriur^eis^erejcom- 
mitted are^fter all, of very little worth to him. 

Tlie idea constantly recurs that Macbeth’s ne^ff 
honours sit ill upon him, like a loose and badly fltunc 
garment belonging to some one else Macbeth him- 
self first expresses it, quite early in die play, when, 
immediately following the first appearance of the 
witches and their propheaes, Ross amves from the 
King and greets him as thane of Cawdor, to which 
Macbeth quickly replies. 

The thane of Cawdor lives why do you dress me 
In borroiv’d robes ^ 

And a few minutes later, when he is rapt in ambitious 
thoughts suggested by the confirmation of two out of 
the three ‘prophetic greetings’, Banquo, watching himj 
murmurs, ' 

New honours come upon him, 

Like our strange garments, cleave not to their mould 
But witli die aid of use 

When Duncan is safely in the casde, Macbedi’s better 
nature for a moment asserts itself and, in debate with 
himself, he revolts from the contemplated deed for 
a threefold reason because of its mcalculable results, 
the treachery of such acuon from one who is both 
kinsman and host, and Duncan’s own virtues and 
greamess as king Wlien his wife joins him his repug- 
nance to die deed is as grea^ but it is significant that 
he gives three quite different reasons for not goingi 
ahead with it, reasons which he hopes may appeal ter 
her, for he knows die others would not 

So he urges that he has been lately honoured by the 
king, people think well of him, and ^erefore he should 
reap die reward of these things at once, and not upset 
everything by this murder which they have planned 
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There is irony in the fact that to express the position 
le uses the same metaphor of clothes 

I have bought 

Golden opinions from all sorts of people, 

Which would be worn now in their newest gloss, 

Not cast aside so soon 

To which Lady Macbeth retorts contemptuously, and 
qmte unmoved 

Was the hope drunk 
Wherein you dress’d yourself^ 

After the murder, when Ross says he is going to Scone 
for Macbeth’s coronation, Macduff uses the same 
simile 

Well, may you see things well done there adieu 1 
Lest our old robes sit easier than our newl 

'And, at the end, when the tyrant is at bay at Dun- 
smane and the Enghsh troops are advancing, the 
Scottish lords sdll have this image m their nunds 
Caidmess sees him as a man vainly trying to fasten a 
large garment on him with too small a belt 
He cannot buckle his distemper’d cause 
Within the belt of rule, 

while Angus, in a similar image, vividly sums up the 
essence of what they all have been dunking ever smce 
Macbeth’s accession to power, 

now does he feel his tide 
Hang loose about him, like a giant’s robe 
Upon a dwarfish thief 

This imaginative picture of a small, ignoble man 
encumbered and degraded by garments imsuited to 
him, should be put agamst the view emphasized by 
some cnucs (notably Colendge and Bradley) of the 
likeness between Macbeth and Milton’s Satan in 
grandeur and subhmity 
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Undoubtedly Macbetli is built on great lines and in 
heroic proportions, with great possibilmes — there 
'could be no tragedy else. He is great, magnificentlj 
great, in courage, in passionate, indomitable ambioon, 
in imaginauon and capacity to feel But he could neve 
be put beside, say Hamlet or Othello, in nobibty o 
nature, and there w an aspect m which he is but a poor 
vain, cruel, treacherous creature, snatching ruthlesslj 
over the dead bodies of kinsman and fnend at place 
and pover he is utterly unfitted to possess It is wortli 
remembering that it is thus that Shakespeare, with his 
unshrinking clarity of vision, repeatedly sees him 
Another image or idea which runs through Macbeth 
IS the reverberation of sound echoing over vast 
regions, even into die hmidess spaces beyond the con- 
fines of the world Echoing sound, as also reflected 
hght, always interested Shakespeare, he is very qmck 
to notice It, and in the earlier play^ he records it often, 
quite simply and direcdy, as m the reverberating roll of 
drums m King John^ the smack of Petruchio’s kiss re- 
sounding dirough the church, Juliet’s delicate picture 
of Echo with her airy tongue repeating ‘Romeo’, 
Viola’s assertion that if she were Orsmo she would 
make the 

babbling gossip of the air 
Cry out ‘Olivia’ I 

or her more fanciful remark to die Duke that the tune 
he likes 

gives a very echo to the seat J 

Where love is throned 

He specially loves and descnbes repeatedly ^ the 
Dream, Titus, and the 5Areiv) the re-echomg sound of 
hounds and horn, 

the musical confusion 
hounds and echo m conjunction. 
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ts doubling and mocking quality attracts him, 

the babbling echo mocks tlie hounds 
Replying shnlly to the well-timed horns, 

As if a double hunt were heard at once, 

md It IS this quality which Warwick applies most 
appositely, when having been roused in the small 
hours to soothe the sleepless and fretful king he finally 
loses patience with Henry’s fears diat the revolution- 
anK must be fifty thousand strong, and retorts, some- 
what tardy, 

It cannot be, my lord. 

Rumour doth double, like the voice and echo. 

The numbers of the fear’d Please it your grace 
To go to bed 

It is not until after itSoo, and most noticeably m 
Vroi/itr, that Shakespeare uses dus same idea of rever- 
beration and reflection to dlustiate subde and philo- 
sophic thought Ul3rsses’ mmd is full of it, and he 
applies It constandy, Kent, m Zcar, seizes on an 
analogous natural fact to point the truth that noise and 
protestauon do not necessarily indicate deep feeling, 
while m Macbeth the pecuhar quahty of echoing and 
re-echoing sound is used to emphasize in the most 
highly imagmative and impressive way a thought 
constandy present with Shakespeare in his middle 
years, the incalculable and boundless effects of evil in 
the nature of one man 

/ Macbeth himself, like Hamlet, is fully consaous of 
^ow impossible it is to ‘trammel up the consequence' 
of his deed, and by his magnificent images of angels 
pleadmg trumpet-tongued, pity, like a naked new-born 
babe stndmg the blast, 

or heaven’s cherubm horsed 
Upon the sighdess couriers of the air. 



38 C F E SPURGEON LEADING MOTIVES IN 
wlio 

Sh^ll blow the liomd deed in every eye, 

Tliat tears shall drown the wind, 

he fills our imagtnatton witli the picture of its being 
broadcast through great spaces with reverberating 
sound 

This IS taken up again by AfacdufF, when he cnes, 

each new mom 

New widows hov I, new orphans cry, new sorrows 
Strike heaven on the face, diat it resounds 
As if It felt with Scotland and yell’d out 
Like syllable of dolour, 

and again by Ross, when he is trying to break tlie 
ternble news of Madbetli’s latest murders to Macduff— 
tlie destrucuon of his own wife and cliildren — 

I have words 

77iat would be howl'd out tn die desert air. 

Where hearing should not latch them 

One can scarcely conceive a more vivid picture of the 
vastnesscs of space dian this, and of the overwhelming 
and unending nature of die consequences or reverbera- 
tions of the evil deed 

j I Another constant idea in the play anses out of the 
t s}anbohsm diat light stands for life, virtue, goodness, 
/and darkness for evil and death 'Angels are bright’, 
the witches are ‘secret, black and mid-mght hags’, and, 
as Dowden says, die movement of the whole plaj' 
might be summed up in the words, ‘good things of da'tt 
begin to droop and drowse’ 

Tlus IS, of course, very obvious, but out of it de 
velops the furdier diought which is assumed through 
out, that the evil which is being done is so horrible 
diat It would blast the sight to look on it, so darkness 
or partial blinding is necessary to carry it out 
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Like SO mucli m the play it is ironic tliat it should 
be Duncan who first starts this simile, tlie idea of 
which turns into a leading motive in tlie tragedy 
When he is confemng the new honour on his son, he 
'^j.careful to say that others, kinsmen and thanes, will 
^also be rewarded 

Signs of nobleness, like stars, shall shine 
On all deservers 

No sooner has the king spoken than Macbeth realizes 
that Malcolm, now a Prince of the realm, is an added 
obstacle in his path, and suddenly, shanking from the 
blazing horror of the murderous thought which fol- 
lows, he cries to lumself, 

Snrs, hide your fires. 

Let not light see my black and deep desires 

^d from now on, die idea that only in darkness can 
.uch evil deeds be done is ever present with both 
.dacbeth and his wife, as is seen in their two different 
and most charactensuc invocauons to darkness, her 
' blood-curdhng ciy 

Come duck night, 

And pall thee in the dunnest smoke of hell, 

which takes added force when we hear later the 
poignant words, ‘She has light by her continually’, 
and his more gende appeal in die language of falconry. 
Come, seeling night. 

Scarf up die tender eye of pitiful day 

^d when Banquo, sleepless, uneasy, with heart hea\'y 
lead, crosses the courtyard on the fateful night, with 
Fleance holding the flanng torch before him, and, 
looking up to the dark sky, mutters. 

There’s husbandry in heaven, 
Iheir candles are all out, 

we know the scene is set for treachery and murder 



40 C F E SPURGEON LEADING MOTIVES IW 

So It IS fitting that on the day following ‘dark night 
strangles the travelling lamp’, and 

darkness does the face of earth entomb 
Wlien living light should kiss it 

The idea of deeds which are too terrible for human eye. 
to look on is also constant. Lady Macbeth scoffs it, ‘the 
sleeping and the dead’, she argues, ‘are but as pictures’ 
’us the eye of childhood 
That fears a painted devil, 

but Macduff, having seen the slain king, rushes out, 
and cnes to Lennox, 

Approach the chamber, and destroy your siglit 
With a new Gorgon 

Macbeth boldly asserts he dare look on that 'which 
nught appal the devil’, and the horror and fear he fee\| 
on seeing one ‘too like the spint of Banquo’ m thi 
procession of kings is expressed in his agonized cryi 
Thy crown does sear mine eye-balls, *< 

while in his bitter and beauuful words at the close, the 
dommant thoughts and images are the quenching of 
light and the empty reverberanon of sound and fiiiy, 
‘signifying nothing’ 

The fourth of the chief S5mibolic ideas in the play is 
one which is very constant with Shakespeare and is to 
be found all through his work, that sm is a disease — 
Scotland is sick 

So Macbeth, while repudianng physic for himself^ 
turns to the doctor and says if he could by analysis^ 
find Scotland’s disease 

And purge it to a sound and pnsune bealdi, 

I would applaud thee to the very echo. 

That should applaud again 

What rhubarb, senna, or what purgauve drug. 

Would scour Aese Enghsh hence 
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Malcolm speaks of his country as weeping, bleeding, 
and wounded, and later urges Macduff to 

make us medianes of our great revenge, 

To cure this deadly gnef, 

^hile Caithness calls Malcolm himself the ‘mediane 
of the sickly weal’, ‘the country’s purge’ 

It IS worth noting that all Macbeth’s images of sick- 
ness are remedial or soothing in character, balm for 
a sore, sleep after fever, a purge, physic for pain, a 
‘sweet oblivious antidote’, thus intensifying to the 
reader or audience his passionate and constant longing 
for well-being, rest, and, above all, peace of mind 
Other subsidiary motives in the imagery, whicli 
work in and out through the play, insensibly but 
de^ly affect the reader’s imagination 
<• One of these is the idea of the tmnamralness of 
Macbeth's cnme, that it is a convulsion of nature. This 
IS brought out repeatedly and emphasized by imagery, 
as are also the ternble results of going against nature 
Macbeth himself says that Duncan's wounds 'look’d 
like a breach in nature’ 

For ruin’s -wasteful entrance, 

and compares his murder to the sacnlege of breaking 
open the Lord’s anointed temple. 

The events which accompany and follow it are 
ternble because unnatural, an owl kills a falcon, 
horses eat each other, the earth -was feverous and did 
shake, day becomes night, all this, says the old man, is 
^Unnatural, 

Even like the deed that’s done 

Macbeth’s greatest trouble is tlie unnatural one that 
he has ‘murdered sleep’, and the whole feeling of dis- 
locatton IS increased by such images as ‘let this frame 
of dungs disjomt’, or by Macbeth’s conjuraaon to the 
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Witches with tlie temble list of tlie convulsions of 
nature which may result from their answering him. 
Indeed, if from one angle the movement of the pla" 
may be summed up in Macbeth’s words, 

Good things of day begin to droop and drowse, ' 

from anodier it is completely descnbed by the docto 
in his diagnosis of the doomed Queen’s malady as *< 
great perturbation of nature*. 

In addition to these running images symbolizing 
or expressing an idea, there are groups of others whicf 
might be called atmosphenc in tlieir effect, that iSj 
tlicy raise or increase certain feelings and emotions 
Such IS tlie action of rapid nding which contnbutes 
and emphasizes a certain sense of ruslung, relendess, 
and goaded motion, of wluch we are very consaous in 
the play Tins is symbolized externally by the rapili 
nde of the messenger to Lady Macbeth arriving 
‘almost dead for breath’, ahead of Macbeth, who hinii 
self has outndden Duncan, who remarks in un- 
consaous irony, 

he ndes well, 

And his great love, sharp as lus spur, hath holp him 
To his home before us 

It IS noticeable what a large part nding plays m the 
images which crowd on Macbeth’s heated bram when 
he IS w'eighing the jjros and cons of his plan, the 
new-born babe ‘stndmg die blast’, heaven’s cheiubin 
horsed v 

Upon the sightless couners of the air, 

and finally, the vision of his ‘intent’, his aim, as a 
horse lacing sufficient spur to action, which melts 
into the picture of himself as a nder vaulting into the 
saddle with such eneigy that it ‘o’er-leaps itself’, and 
he falls on the farther side 
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The feeling of fear, horror, and pain is increased by 
the constant and recurring images of blood, these are 
very marked and have been noticed by others, espe- 
aally by Bradley, the most terrible bemg Macbeth’s 
j^senpdon of himself wading in a nver of blood, 
while the most stimng to die imagination, perhaps in 
the whole of Shakespeare, is the picture of lum gazing, 
rigid with horror, at lus own bloodstained hand and 
watching it dje the whole green ocean red 

The images of animals also, nearly all predatory, 
unpleasant, or fierce, add to this same feeling, sucli arc 
a nest of scorpions, a venomous serpent and a snake, 
a ‘hell-kite’ eatmg cliickens, a devounng vulture, a 
swarm of insects, a tiger, rhinoceros, and bear, the tiny 
wren fighdng the owl for the life of her young, small 
birds with the fear of the net, lime, pitfall, or gin, used 
' ^th such bitter ironic effect by Lady Macduff and her 
SSpy just before they are murdered, the shrieking owl, 
and the bear ded to a slake fighting savagely to die end 
Enough has been said, I think, to mdicatc how 
complex and vaned is the symbolism in the imagery of 
Macbeth, and to make it clear diat an apprcaable part 
of the eraodons we feel diroughout of pity, fear, and 
horror are due to the subde but definite and repeated 
acdon of this imagery upon our minds, of which, in 
our preoccupanon with the main theme, we remam 
often largely unconscious 

The mam image in Othello is diat of animals in 
^Won, preying upon one anodier, mischievous, lasci- 
vious, cruel, or suffenng, and dirough diese, the 
general sense of pain and unpleasanmess is much 
increased and kept constandy before us 
More than half the animal images in the play are 
lago’s, and all these are contemptuous or repellent, 
a plague of flies, a quarrelsome dog, the recurrent 
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image of bird-snanng, leading asses by the nose, a 
spider catching a fly, beating an oflenceless dog, wili 
cats, wolves, goats, and monkeys 

To this Odicllo adds his pictures of foul toads 
breeding in>a astern, summer flies m the shambles, the 
ill-boding raven over the infected house, a toad in a 
dungeon, the monster ‘too hideous to be shoW, 
bird-snanng again, aspics’ tongues, crocodiles’ tears, 
and his reiteration of ‘goats and monkeys’ In addi- 
tion Ludovico very suitably calls lago ‘that viper’, 
and the green-eyed monster ‘begot upon itself, bom 
on Itself’, IS described or referred to by lago, Emilia, 
and Desdemona 

It is interesting to compare the animal imagery in 
Otlicllo with tliat in Lear The plays have certain like- 
nesses, they were written near together (Othello prob-j 
ably in 1604, King Liar about i6oj), they are the 
most painful of the great tragedies, and they are both 
studies of torture 

But the torture in Lear is on so vast and so mhuman 
a scale, the cruelty of child to parent in the doubly 
repeated plot is so relentless and feroaous, that the 
jealous and petty malignity of lago shnnks beside it 

This difference in scale is expressed in the ammal 
imagery In Othello we see a low type of hfe, msects 
and reptiles swarming and preying on each other, not 
out of speaal feroaty but just in accordance with 
their natural instmcts, mischievous and irresponsible 
wild cats, goats, and monkeys, or the harmless, inno- 
cent animal trapped or beaten This reflects and repeats 
the spectacle of the wanton torture of one human being 
by another which we witness m the tragedy, the 
human spider and his fly» whereas in Lear our ima- 
gination IS filled with the accumulated pictures of active 
feroaty, of wolf, tiger, wild boar, vulture, serpen^ 
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and sea-monster, all animals of a certain digmty and 
grandeur, though seen here only when 

their desires 

Are wolfish, bloody, starved and ravenous 

h 

Tlus represents the terrific scale of the sufienng in 
Lear, which makes us feel — ^as we never do in Othello 
— ^that the vileness of humanity is so great, so un- 
checked and umversal, that if the gods do not inter- 
vene, the end of such horrors must come and 

Humanity must perforce prey on itself. 

Like monsters of the deep 

But the gods, who ‘keep this dreadful pother’, do not 
mtervene, and the most tetnble hnes in Shakespeare 
ate those breathed by Gloucester in his agony, when 
he attributes to the gods themselves m their dealmgs 
With men, not only indifference and callousness, but 
the sheer wanton dehght m torture, whidi in Othello 
We see exerased only by one human being on another 
If animals m action symbolize the main motive in 
Othello, there is another recurrent image wluch gives 
atmosphere and background As is fitnng, with a 
setting of two famous seaports, the sea, its images and 
language, play an important part throughout. 

lago, who possibly may have been seaman before 
he was soldier, uses it easily and very early, when 
complaming that Othello had passed him over for 
, Cassio, he describes himself as ‘be-lee’d and calm’d’, 
rhe knows the state has not another of Othello’s 
‘fathom’, he 533^ he must ‘show out a flag and sign of 
love' , that Brabantio will take action agamst Othello 
to whatever extent the law ‘will give him cable’, later 
he coarsely describes his general’s marriage in the 
terms of a pirate takmg a prize galleon, he declares to 
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Rodengo he is knit to his deserving ‘with cables of 
perdurable toughness’, and when he sees his plots 
shaping well, he murmurs with satisfaction. 

My boat sails freely, both widi wind and stream. 

The opening of Act II, when those in C3rprus are 
anxiously awaiting the arrival of Desdemona and of 
Othello, IS full of sea-pictures qnd personifications, 
die ruffian wind upon the sea, the ‘chidden billow’ and 
die ‘wind-shaked surge’, so diat it is well m keepmg 
widi the setting and atmosphere when Cassio, in high 
rlietoncal terms, pictures the seas and rocks as traitors 
concealed to waylay the ship, who, on catching sight 
of the beauty of Desdemona, ‘do omit their mortal 
natures’ and let her go safely by 

Othello’s use of sea-images is noteworthy, they 
come to him naturally, for on each occasion it marks) 
a moment of intense emotion The first, at the height 
of his happiness when he re;oms Desdemona, is an 
exclamation which to us, who know what hes before 
them, is m its opening one of the most poignant and 
moving in die play 

O my soul's joyl 

If after every tempest come such calms. 

May the winds blow till they have waken’d death! 

The next is at the height of his torture when, having 
been shown die handkerchief, suspicion becomes cer- 
tainty and he vows vengeance To clinch this lago 
urges patience, and suggests that perhaps his imnd may 
change, to wkch Othello instandy reacts as his tor-- 
turer intends and affirms the unalterable quahty of his 
resolve by comparing it to the ‘icy current and com- 
pulsive course’ of the ebbless Pontic Sea 

And at the end, when he has earned out his resolve 
and has suffered and realized all, agam it is in sea- 
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language that he expresses his equally set determina- 
tion to follow Desdemona 

Here is my journey’s end, here is my butt 
And very sea-mark of my utmost sail 

The intensity of feeling and emotion in Zeor, and 
he sharpness of its focus is revealed by the fact tliat in 
thakespeare’s imagination there runs throughout only 
me overpowering and dominating continuous image 
»o compelling is this that even well-marked different 
ind subsidiary images are pressed into its service and 
ised to augment and emphasize it 
In the play we are consaous all through of the 
itmosphere of buffeting, strain and stnfe, and, at 
■noments, of bodily tension to the point of agony So 
naturally does this flow from the circumstances of the 
drama and the mental sufferings of Lear, that we 
scarcely realize how greatly this sensauon in us is in- 
creased by the general ‘floating’ image, kept con- 
stantly before us, chiefly by means of tfie verbs used 
but also in metaphor, of a human body in anguished 
movement, tugged, wrenched, beaten, pierced, stung, 
scourged, dislocated, flayed, gashed, scalded, tortured, 
and finally broken on tlie rack 

One can scarcely open a page of the play without 
being struck by Aese images and verbs, for every 
kmd of bodily movement, generally involving pain, is 
used to express mental and abstract as well as physical 
^facts To name only a few of them Lear, in his 
-agonized remorse, pictures himself as a man wrenched 
Md tortured by an ‘engine’, beatmg at the gate (his 
head) that let his folly m Gonenl has power to shake 
his manhood, he complains that she has struck him 
wth her tongue, the hot tears break from him, his 
neart, he says, will break into a hundred thousand flaws 
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Albany wonders how far Gonenl’s eyes may pterctj 
Gloucester’s 'flaw'd heard is cracked, and finally it 
'burst smilingly’ Kent longs to tread Oswald into 
mortar, and in liis heated description of the steward’s 
character he evokes images of rats biting cords, 
weathercocks turnings dogs followings and geese being 
driven 'Tts worse than murders cries Lear, this violent 
outrage of putting Kent in the stocks, and his emoaon 
on witnessing it swells and cltmbss while the fool adds 
tlie picture of a man being dragged along by holding 
on when a great wheel runs down hills and letting go 
only in ume to save his neck being broken. 

So also in scenes not directly concerned with Lear, 
such as Gloucester’s conversations with Edmund, we 
find the same characteristic. 

When Edmund, having roused his father’s anger, 
against die unwitting Edgar, desires to restrain luirr 
from immediate acuon until he has furnished furthei 


proof of his wickedness, he words his argument thus 
If you will suspend your indignanon until you hav^ 
‘better testimony of lus intent, you should run a certain 
courses where, if you violently proceed against him, 
mistaking his purpose, it would make a great gap in 
your own honour and shake in pieces the heart of his 
obedience’. And a little later, Gloucester being indeed 
shaken to the heart by Edmund’s revelations, m the 
course of ten lines uses these verbs and nouns, scourgeds 
cools, falls offs divides cracked, falls from bias, follow 
disquietly, mutinies, discord, machinations, hollowness, 
ruinous disorders 


This use of verbs and images of bodily and generally 
anguished monon is almost, connnuous, and it is 
reinforced by similar words used in direct description, 
as in the treatment pf Gloucester, he is bound to a chair, 
plucked by the beard, his hairs are ravished from his 
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chin, he is tui to a stake, hke a bear to stand (he course, 
and with his eyes blinded and bleeding, he Is thrust 
out of the gates to smell his way to Dover 

All through the play the simplest abstract things, 
such as Cornwall’s well-known obstinacy, are de- 
scnbed m similar terms, the duke’s disposition, says 
Gloucester, will not be rubb'd nor stopp'd Even in a 
scene, pleasant m itself, such as the gendeman’s ornate 
but delightful description of Cordelia’s reception of bis 
news (iv 111), this sense of bodily movement and stram 
IS constant. The letters pierced her to a demonstration 
of gnef, her passion 

most rebel-like 
Sought to be king o’^ her. 

It moved her, patience and sorrow strove, she heaven 
^the name of ‘father’ pannngly forth as if it press'd her 
heart, she shook the tears from her eyes, and away she 
started 

To deal with gnef alone 

Look at the six lines which follow, in which Kent, 
havmg declared that Lear will not yield to see his 
daughter, descnbes his master’s mental and emotional 
suffenng in a senes of pictures of physical buffetmg, 
pain, and opposition, winch, in addition to die two 
images of brutal dogs and poisonous serpents, have a 
cumulative and almost overwhelnung effect on the 
mmd 

A sovereign shame so elbows him his own unkindness 

stripped Cordelia from his benediction, turn'd her to 
foreign casualties, 

these things sting 

His mind so venomously, that burning shame 
Detains him from Cordeha. 

The idea of unnatural horrors, of human bemgs 
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preying on themselves ‘like monsters of the deep’, or 
like wolves and tigers tearing one another’s flesh, is 
also constantly before us Lear is sure tliat Regan, 
when she hears how he has been mistreated, with ‘her 
nails’ will flay Gonenl’s wolfish visage, filial ingratitude 
IS as if the mouth should tear the hand 
For lifting food to’t 

Gloucester boldly avows to Regan he has sent Lear to 
Dover because 

I would not see thy cruel nails 
Pluck out his poor old eyes, nor tliy/er« sister 
In his anointed flesh stick loansh fangs, 

and Albany, crying to Gonenl that she and Regan are 
‘ugers’, not daughters, declares if he followed his 
inclination he would dislocate and tear her flesh and^ 
hones 

Tlie large number of animal images, and their effect 
in the play, has often been nouced (notably by 
Bradley, Shakespearean Tragedy, pp 266 and follow- 
ing) I would only point out here that in addition to 
die feeling they give us that ‘humanity’ is ‘reeling back 
into the beast’, diey also, because portrayed chiefly in 
angiy or anguished action, very disuncdy augment 
the sensation of horror and bodily pain In addiuon 
to savage wolves, tigers, and other animals there are 
dartmg serpents, Ae sharp-toothed vulture and detested 
kite, stmgmg adders and insects, gnawmg rats, the 
halted bear, as well as whipped, whining, harkxng, mad, 
and htting dogs All this helps to create and increase 
an unparalleled atmosphere of rapine, cruelty, and 
bodily pain 

To dus is added as an overtone mnmng through the 
cnsis of the tragedy, die fury of the elements, described, 
be It remarked, wholly in terms of the human body 
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They are wild, fretful^ unquiet ^ die wind and rain are 
to and fro conflicting, with diese, die old king, with 
his heart-struck injuries is contending, tearing his wlute 
hair 

Which die impetuous blasts, with eyeless rage, 

Catch in their futy, 

and bidding die winds to blow and crack their cheeks, 
until at the height of his half-demented passion he 
commands die all-shaking thunder to 'smite flat the 
duck rotundity o’ the world* This last amazing 
image is one of several in Shakespeare, notably in 
Antony and Cleopatra, which evoke the spectacle of 
devastatmg bodily action on so stupendous a scale 
that the emotions which give nse to it are lifted to a 
similar terrific and vast mtensity So the picture which 
follows here of the great gods, through the bursts of 
^ thunder and groans of roanng wind and ram, remorse- 
lessly seeking and finding out their enemies, whde 
‘close pent-up guilts’ nve their concealing continents, 
and cry 

These dreadful sununoners grace, 

seems natural and only in keeping with the feeling 
aroused in the imaginadon of a Bemg or a Force 
mighty enough to remould the shape of die globe with 
one resounding blow 

The sense of bodily torture conunues to the end 
Gloucester catches the recurrent theme of the tragedy 
and crystallizes it for ever in the terrible picture of men 
□emg tom hmb from hmb by the gods in sport, to 
whom they are but ‘as flies to wanton boys’ Lear tells 
Cordeha he is bound 

Upon a wheel of lire, that mine own tears 
Do scald like molten lead, 

Edgar sees the gods making instruments of torture 
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witli which to plague men, and, at the close, when 
Kent, who loved him, breathes the only valediction 
possible over his dead master’s body, it js still the same 
metaphor which nses to lus bps, 

^ O, let hun pass! he hates him 
Tliat would upon the rack of tlus tougli world 
^jP^Strctch him out longer 

The difference in imagery in the three Roman plays 
IS arresting and very indicative of the difference in 
mood and temper in which they were wntten All 
three owe much to North’s Plutarch^ but the differ- 
ence in tlie way the matenal is handled well repays 
close?study 

JMtus Caesar is straightforward, slow moving, re- 
strained, almost bare in style, it has relatively few 
images (^ess than half those m Conolanus^ and less thaa ^ 
one tlurd those in Antony\ and a charactenstic of these ^ 
IS that tliey are clear, definite and worked out in a full 
and lasurely way 

Antony’s companson of Lepidus to the ass turned 
out to graze is a good example of the pecuhar amph- 
hcation and slow movement of these similes 

And though we lay tliese honours on this man. 

To ease ourselves of divers slanderous loads. 

He shall but bear them as the ass bears gold. 

To groan and sweat under the business, 

Either led or driven, as we pomt the way. 

And having brought our treasure where we will, 

Then take we down lus load and turn him off. 

Like to the empty ass, to shake his ears 
And graze in commons 

Others of like nature are the ladder of ambition 
(ii 1 21), the state and kingdom of man (ii 1 d6)> 
the bonfire (i m 107), the likeness of ‘hollow men’ 
and prancing metdesome horses (rv 11 22), the 
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stncken deer (iii i 204), the setting sun (v in 6o), 
the turn in the tide (iv ui 216), and the northern star 
(in 1 60) 

There is no leading or floaung image m the play, 
one feels it was not wntten under the particular stress 
of emotion or excitement which gives nse to a 
dominatmg image 

There is, however, a certain persistence m the com- 
parison of the characters to ammals, Caesar is a wolf, 
a hon, a falcon, a serpent’s egg, an adder, a stnd^en 
deer, the Romans are sheep and hinds and bees, the 
conspirators are apes and hounds, Brutus is a lamb, 
Lepidus IS an ass, a horse, Metellus and Casca are curs, 
Cassius IS a showy, mettlesome steed which fails at the 
moment of tnal, and Octavius and Antony are bears 
tied to the stake 

But this animal-imagery is not nearly so marked as 
m either Lear di Othello, and entirely lacks consistency 
of character, so it fails to produce the cumulative effect 
so strongly felt m both those plays 

Cortalanus, however, has a central symbol and a 
very defimte one, but it is significant that this has not 
been bom out of the creator’s feebng of the tragedy, 
but has ]ust been taken over by him wholesale, with 
much else, from North’s Plutarch 
It is the old tale, with which the play opens, ex- 
pounded by Meneraus, of the rebelhon of the vanous 
members of the body — the atizens — against the belly 
— the senate — ^which they accuse of being idle while 
they do all the work, and the belly’s answer, somewhat 
developed by Shakespeare, that, on the contrary, it is 
the ‘storehouse and the shop of Ae whole body’, send- 
ing out, through rivers of blood, sustenance to all 
The images ansmg out of this central theme from 
the body and sickness are many, nearly one-fifth of the 
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whole, and by means of tlicm dns idea is played upon 
throughout, though in a somewhat languid and 
artificial way 

The king, statesman, soldier, horse, and trumpeter 
are compared to the head, eye and heart, arm, leg, and 
tongue, and Mencnius laughingly taunts one of the 
basest of the ciuzens widi being the great toe of the 
rebellion. The people are the hands, the tnbunes are 
the ‘tongue o’ the common mouth’, or they are the 
moutlis themselves, as when Conolanus, turning on 
tliem, asks 

You being their mouths, why rule you not their teeth ^ 

Tins concepuon is constantly with Conolanus, as 
when he speaks of the ‘navel’ of the state, or asks 

How shall tlus bosom muinplied digest 
The senate’s courtesy^ 

and goes on to tell the tnbunes they are nsking giving 
a dangerous drug to a body ‘that’s sure of death with- 
out It’, recommending them at once to pluck out 

The mulutudinous tongue, let them not hek 
The sweet which is their poison 

His acuon towards Rome is desenbed by his mother 
as ‘teanng his country’s bowels out’, and a similar 
image of hurt to the vitals of a body is used by Aufidius, 
when, after welcoming Conolanus, he pictures them 

pounng war 

Into the bowels of ungnteful Rome 

Conolanus refers to the people as ‘measles’ 

Which we disdain should tetter us, yet sought 
The very way to catch them, 

and tlieir discontent is as self-made sores on the body, 
brought about by "robbing the poor itch’ of their 
opinion and so making themselves scabs 
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Conolanus himself is represented by the tribunes as 
a Violent’ disease which spreads infection and must 
be cut away, whereas Menemus argues that he is a 
hmb ’that has but a disease’ 

Mortal, to cut it off, to cure it, easy, 
and to Brutus’s remark tliat when Conolanus loved 
his country it honoured him, he answers dnly, 

The service of the foot 
Being once gangrened, is not then respected 
For what before it was 

The condition of the time is a ‘violent fit’ that 
craves physic, a sore which needs a physiaan, for it 
cannot be cured by self-probing, and so on, it is 
weansome to pursue it further for it is very obvious, 
and a rather laboured and overworked metaphor at 
best 

It obtrudes itself throughout die play, any one on 
a first reading will notice and remember it, whereas it 
might be possible to know Lear or Macbeth very well 
without consaously realizing the dominaung symbolic 
‘motives’ m these plays That is because in them the 
symbols are the outcome of the imagination at white 
heat, and thus become one with die movement and 
characters and could be no other than they are 
So one feels, for example, that Conolanus is called 
a diseased hmb or a gangrened foot because it fits in 
with a preconceived design, but Kent, in his agonized 
gnef, sees the death of Lear as the release of a tortured 
body from the rack, not because bodily struggle and 
torture has been the dommating symbol throughout, 
but because, after the expenence of bummg through 

the fierce dispute 

Betwixt damnation and impassioned clay, 
there was no other way possible to see it. 
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In Antony and Cleopatra we find ourselves emotion- 
ally m a different world, in an entirely different atmo- 
sphere from the other two Roman plays 

Tlie difference in poetic fire between Coriolanxis and 
Antony is as if, in tlie one case, the poet’s imagination 
had caught alight three or four times only, and in 
burning had scattered sparks in the neighbourhood, 
while, in the other, it is a pure flame driving through- 
out, fanned bj' emotion, whose heat punfies, fuses, and 
transmutes into gold all kinds of material, and it is this 
fierce atmospheric heat which creates the pictures, 
dominating and directing them 

The group of images in Antonywhizh, on analysis, 
immediately attracts attention as peculiar to this play, 
are images of the world, the firmament, the ocean, and 
vastness generally > 

Tliat IS tlie dominating note in the play, magnifi- 
cence and grandeur, expressed in many ways and 
pictured by continually stimulating our imaginations 
to see the colossal figure of Antony, 'demi-Adas of 
this earth’, ‘triple pillar of the world’, built on so vast 
a scale that the whole habitable globe is but a toy to 
lum, as It were a ball or apple which he quarters with 
his sword, playing with ‘half the bulk of it’ as he 
pleases, ‘making and marnng fortunes’ 

Ajitony himself touches this note at once m his 
royal love-making, when he tells Cleopatra that if she 
would put a bourne to the measure of his love, she 
must ‘needs find out new heaven, new earth’ 

Indeed, nothing short of the whole universe suffices 
for comparison with Autony, and in Cleopatra s lync^ 
elegies, wherein is concentrated all the passion and 
poetry of the most passionate and poetical of the 
plays, she hkens him to one whose face was as the 
heavens. 
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and therein stuck 

A sun and moon, which kept their course and hghted 
The little O, the earth 

In these soaring love-laments she sees him and makes 
»us see him as a stupendous super-bemg, the ‘crown 
o’ the earth’, whose ‘legs bestnd the ocean’, whose 
‘rear’d arm crested the world’, and whose qualities can 
be compared only to the vast elemental forces of 
nature, his voice, to fnends, 

was propertied 

As all the tuned spheres, 

But when he meant to quail and shake the orb 
He was as rattling thunder 

Even the verbs used of bs aspect are such as are 
applicable to the sun and planets, when he smiles, he 
>would shme on those 

That make their looks by his, 

and Alexas, lately come from him, is gdded with his 
tmct 

The perenmal seasons themselves, with their wealth 
of associauon, become as mere adjecuves to express 
the magnificence and scale of his bounty. 

There was no wmter in’t, an autumn ’twas 
That grew the more by reaping 

When, mortally wounded, he is borne aloft to her, 
Cleopatra calls on the sun to bum up the sphere ii] 
whidi It IS fixed and so plunge the ea^ in darkness, 
and, when he dies, she Imows there is 

nothing left remarkable 
Beneath the visiting moon "" 

Not only Cleopatra thinks of him thus, by a natural 
instinct all who know him compare him to great 
natural phenomena he is a ‘mine of bounty’, says 
Enobarbus, m temper, reports Alexas, 
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Like to the time o’ the year between the extremes 
Of hot and cold, he was nor sad nor merry, 

lus faults m him, cnes Lepidus, 


seem as the spots of heaven. 

More fiery by night’s blackness, 

and his messenger, Euphronius, is so conscious of his 
mfenority to his master, that he avows he was 


of late as petty to lus ends 
As IS tlie mom-dew on the myrtle-leaf 
To his grand sea 


Wlien tlie battle goes against him, Scarus remarks ‘tlie 
greater cantic of the world is lost*, 

we have kissed away 
Kingdoms and provinces, 

and when he dies, so great a convulsion of nature is it^ 
that Caesar declares 

Should have shook lions into avil streets. 

And citizens to dieir dens The death of Antony 
Is not a single doom, in the name lay 
A moiety of die world 


This vastness of scale is kept constantly before us by 
die use of the word ‘world’,* which occurs forty-two 
times, nearly double or more than double as often as 
in most other plays, and it is conunually employed in 
a way which increases the sense of grandeur, power, 
and space, which fills the imaginauon with the con- 
ception of beings so great that physical size is an- 
nilulated and die whole habitable globe shnnks in ' 
comparison with them Caesar, lamenting lus differ- • 
ences with Antony, cries, j 

What hoop should hold us staunch, from edge to edge 
O’ the world I would pursue it, 

* In Julius Caesar ‘world’ occurs 17 times, in JLear, i8, m 
Conolanus, 19,10 Othello, 23, in Hamlet, 29. 
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ind Octavia declares that wars between these two 
nighty ones, her husband and her brother, would be 

As if the world should cleave, and that slain men 
Should solder up the nft. 

rhe emononal effect of such a simile as this is incalcul- 
ible. With its amazing picture of the gigantic gaping 
-tssures in the round globe packed tight with the 
bodies of the dead Were the f^lmg m it not so mtense 
It would verge on the grotesque, as do some others 
among these vast world-images Such, for instance, is 
the kind of huge gargoyle depicted by the satumme 
Enobarbus when he hears that Caesar has deposed 
Lepidus, thus leaving only Antony and himself in 
po'wer He imagmes them as the two mighty jaws in 
the world’s face, grinding and destroying everything 
that comes between them, and exclaims. 

Then, world, thou hast a pair of chaps, no more, 
And throw between them all the food thou has^ 
They’ll grmd the one the other 

Antony’s imagination moves on dus same vast plane, 
and the pictures that he draws stimulate our vision and 
keep us ever conscious of the puny size of even the 
greatest of worldly prmces, powers, and spaces com- 
pared to his stupendous force Especially is this so 
when power is slipping from him, when the old lion is 
dying, and the tragedy is thus increased by contrast. 
With what a sublime sweep of simple words he sums 
up his earlier activities, 

I, that with my sword 

Quarter’d the world, and o’er green Neptune’s back 
With ships made cibes, 

and how vivid is the picture of the kings of the earth 
starting forth at his call, hke small boys m a scramble, 
crymg out to know what IS his Will \^en he is angry. 
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the insolent magnificence of his images surpasses all 
others in Shakespeare Thus, after his defeat at sea, 
wlicn, funous witli Caesar’s messenger, he has him 
soundly wliipped and bids him get back to his master, 
he gives a charactenstic picture in style and scalc- 
of die reason why it is particularly easy just then to 
anger lum, for lus ‘good stars' that were his ‘former 
guides’ 

Have empty left their orbs and shot their fires 
Into the abysm of hell, 

and when earlier, Qeopatra mischievously suggests 
that Caesar has sent for him, the thunder of his reply 
in majestic sweep and cadence still comes echomg 
down die centuries 

Let Rome in Tiber melt, and the vide arch 
Of the ranged empire fall I Here is my space 

It has only been possible to sketch the merest out- 
line of diis particular point in the imagery of the 
tragedies, but this is perhaps sufiiaent to show how 
definite and how potent are diese imageswidun images. 

No other wnter, so far as I know, certainly no other 
dramatist, makes such continual use of the running 
and recurrent symbol as does Shakespeare. 

Shelley, in his Prometheus Unbound^ perhaps comes 
nearest to it when he brings out and emphasizes by 
means of his nature-imagery, certain philosophical and 
cducal thoughts, but the Prometheus^ though nomin- 
ally a drama, is really a lyncal poem in a single mood, '' 
which lends itself far more readily to such contmuity •' 
of s3rmbolism dian do Shakespeare’s varied and tre- 
mendous dramas 

This method of working by way of suggestion, 
spnnging from a succession of vivid pictures and con- 
crete details, IS, of course, of the very essence of 
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‘romantic’ art, and, in the case of Shakespeare, the 
poet’s mind, unhke the dyer’s hand, subdues to itself 
what It works in, and colours with its dominating 
emotion all the vaned matenal which comes his way, 
lEolours It so subdy and so delicately that for the most 
part we are unconsaous of what is happenmg, and 
know only the total result of the effect on our imagma- 
tive sensibihty 

Hence it seems to me that a study of his imagery 
from the angle from which we have )ust been looking 
at It helps us to reahze a httle more fully and accurately 
one of the many ways by which he so magically stirs 
our emotions and exates our unagmation, and I be- 
lieve It not only does this, but that it sometimes even 
throws a fresh ray of hght on the significance of the 
^lay concerned, and — most important of all — on the 
' way Shakespeare himself saw it. 



E, E. Stoll 

(b 1874) 

From ‘ART AND ARTinCE IN SHAKESPEARE’^, 
(1) Comedy 

E ven since tlie early da)rs of Romanticism, cndcs 
have found a warrant for Shakespeare, as against 
the claims of classicism, legitimate or illegitimate, in 
the final words of the Symposium ‘The cluef thing 
which he [Anstodemus] remembered was Socrates in- 
sisting to the other two [Aristophanes and Agathon] 
that the genius of.comedy was the same as that of 
tragedy, anH^at the wnter of tragedy ought to be 
a wnter of comedy also * But of this trutli Shakespeare 
and tlie other great Elizabethans are not the only ex- 
amples, whether witlun the single play or separately 
Tirso, Lope, and Calderdn have each left us both 
tragedies and comedies and also tragedies containing 
comic elements, and not only Corneille and Racine, 
but even (as in some few cases we happen to know) 
tlie Greek tragic poets wooed now and dien the comic 
muse And how much the two genres (like their 
counterparts in reality) have in common appears, on 
the one hand, from the fact that by masters like Shake- 
speare and Beaumont and tlie great Spaniards they are 
often made to blend fehcitously, and, on the other,^ 
from the fact that by the senous-minded Romantic' 
cntics and actors the manifesdy cormc intentions of- 
the author, whether Shakespeare or Mohere, have, 
through mere shifting of the emphasis, been thwarted 
Behmd comedy tliere is always tragedy (mdeed, since 

* Art and Arttfice tn Shakespeare a study tn dramatic illusion 

and contrast ( 1934 ) 
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the days of Romantic irony, behind tragedy there is 
comedy), and sometimes by the author himself its 
shadow IS permitted to fall upon the scene I have else- 
where spoken of the violence done to MohSre and the 
iKomic Shakespeare by putting m the foreground what 
with them is m the background — ^and that thing, quite 
hterally, the actors have done on the stage with Mal- 
voho, when teased in the dark room * Congreve, too, 
has been misinterpreted, his Lady Wishfort being 
made half tragic or pathetic in her affectation the old 
or ugly we no longer have tlie heart to see mocked or 
flouted Yet there are moments in his comedies when 
Mellefont and Cynthia, Valentine and Angelica sink 
back out of the merry mood, not into tragedy to be 
sure, but mto senousness or wistfulness, and tlie 
^ughter dwindles into a sigh ‘Never let us know one 
/mother better,’ murmurs Angelica, ‘for the pleasure 
if a masquerade is done when we come to show our 
faces ’ And within the hmits of comedy and tragedy 
both fliere is, of course, a sub wider range of emotion 
and vanety of tone m Shakespeare 

Nowadays, save by the mood and tone prevailing 
and the happy or imhappy ending, the two genres are 
scarcely to be disunguished In ‘drama’ they are meant 
to coalesce But in the Renaissance, as m ancient times, 
tragedy was more tragical, comedy more comical, and 
there was a difference also in the rank of the characters 
and the elevation of the style — distinctions which were, 
for the most part^ observed by Shakespeare, though 
with greater lautude and (necessanly) greater slrill 


* By E H Sothem, cf G P Baker, Shakespeare as a 
Uramattst Qi^orj), p 242 Tlie Steward is meant to be heard, 
not seen. For the macal misintetpretation see Shakespeare 
*0^’ Shylock and Falstaff, espeaally pp 305-6 
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Yet with him, as at the Renaissance and in anaerl 
times again, the central situation and the developmes 
of It were, in botli genres, essentially the same L 
both tliere was a dupliaty, or doubleness, of effect A 
witli the ancients, it was tlie result of human intnguc* 
or supernatural disposition, and while at the Renais- 1 
sance the plotter or mischief-maker of classical comedy 
often appeared in tragedy also, no fundamental change ] 
took place in the structure of either The villam waj 
simply a more enterpnsing and aggressive Fate He 
deceived and inveigled, instead of foreordaining and 
foretelling, and he actually trod the stage As with the 
anaents, in comedy as in tragedy, there was, for a 
complication, the same sort of misunderstanding that 
we have been considenng, whether it arose from de- 
cepuon, slander, or playing a part, or from misap-A 
prehension, mistaken identity, or disguise. And then' 
the effect was comic irony, instead of the tragic The 
comedies of Plautus and Terence, of Shakespeare and 
Moliere, are alike examples Of disguise or mistaken 
identity, in the open or in the darkness of a rendez 
vous, and of hoaxes or pracucal jokes there are in- 
stances in almost every comedy that Shakespeare 
penned Of calumny credited there are, as we have 
already nouced, instances m MucA Ado, Cymbdtne, 
and The Winters Tale, though these have, for the 
most part, effects not comic at all The difference from 
those m tragedy lies only in the fact that they are not 
made so senous and are not so prolonged, the slander 
being but an episode. So far, however, the 
serves the same construcave purpose As m tragedy 
Itself, this, hke the others, produces compression and 
contrast 

Of such a structure as in Othello, however, Sh^e- 
speare has left us no comic parallel or counterpart. For 
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lat we must turn to Chapman, Matston, and Jonson, 
-hove all to Volpone and The Alchemist^ with their 
^qmvalent to the anaent mtnguing slave In Shake::. 
nPear e's come dies, as we h ave observ ed, posi tive and 
liberate deception is often treated senously, and 
iltliough merrily CToiigh .irrsuc:h_as Love's Labour's 
Lost, Midsum mer N ishtls^reanu-2nd The Merry 
Wivis, It involves no continuous mtngue by a single 
person The situation is not central Of disguise and 
feignmg, misunderstanding and mistaken idenuty, 
there is more, but, except in the borrowed and adapted 
Comedy of Errors, it too is rather episodic. And his 
comeches being medleys, both hghtand senous in tone, 
there is for these devices not so much need, or oppor- 
tunity either, to provide a special effect of illusion 
They are more defimtely external and recognizably 
j^diuonal than verbal deception, and besides, there 
^vas m comedy then, and there is still, less of realisuc 
jigour Fantasy, exaggeration, and even distortion, 
are part of the coimc programme In so far as Shake- 
, speare does endeavour to make these expedients plaus- 
ible, It IS mainly by shifong the scene, as from Athens 
by day to the Forest by night in the Midsummer 
Night’s Dream, or from England to Padua m The 
Taming of the Shrew, or to the Forest of Arden m As 
You Like It There the thing might happen, we are 
readier to beheve Yet here is something of Ae same 
care as m the tragedies to keep the convention intact 
^osalmd’s disguise is impenetrable, not only to Or- 
%ndo but to her father And there is no reproach of 
stupidity attaching to these persons or to any one else 
who fails to recogmze the other disguised ladies in 
Romantic comedy, or the Duke m Measure for 
Measure, or Falstaff in The Merry Wives Nor is there 
(as^a^result of the tnck played upon them) to Benedick 
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and Beatnce, for from the outset we are made to see 
despite their banter and wrangling, and indeed becau« 
of It, that they deadedly take to one another In tht 
case of verbal deception, on the other hand, for a pur 
pose purely comic, as that practised by the Pnnce 
Poms and by the Meny Wives upon FalstalF, or hy 
Sir Toby and Mana upon Malvoho, such precautions 
to preserve the vicum’s reputation as we have taken 
notice of in Othello would, by the very nature of the 
purpose, be much out of keepmg As in Plautus and 
Terence, Chapman and Jonson, dus is a practical jok^ 
a coimc reprisal, or an exposure of folly, and openly 
the victim is made a butt or gull 

(ii) Tragedy and Comedy Together 

Comedy and tragedy, then, both were and are alike 
as counterparts, and Aey must now at the close h 
viewed togetlier, particularly in tlie hght of to-day It 
either genre this unpsychological method — by mis- 
representation or misunderstanding — ^is, when nghtly 
handled and simply accepted, ncher than the psycho- 
logical in effect In tragedy it is more tragic, in comedy 
more comia And that is evident when at this point 
we compare the ancients, tragic and comic, or else 
Shakespeare and MoliSre, widi those conteraporaiy 
dramatists who derive the action more stnedy from 
the character 

Tliese are superficially more plausible but^ othe? 
things being equal, fundamentally less potent, whether 
read or played They move us less, by character or 
situation, by what is said or done Their verisimilitude 
IS greater, but their contrasts are weaker The opposi- 
tion hes less in what is human and emotional and more 
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in what IS intellectual — ^not so much at the centre of 
the play and more at the circumference Mere character 
does not suffice for it It must be eked out by ideas 
and problems And there is a tragi-comic irony, not 
^thm the Master Builder or Rosmersholm, but en- 
ardmg and engulfing it, and another irony, comic or 
fairly poignant, round about Candida or the Well of 
the Saints Either appears less at the play than after it, 
and often as much m the stage direcuons as in the 
dialogue and acnon The text, really, must be both 
played and read 

And what is missmg m modem tragedy and comedy 
alike IS for the most part (naturally enough) what 
in Shakespeare is now misapprehended The bolder 
strokes are wanang, the free spint is not preapitated, 
stad a new and autonomous (diough mimic) world is 
not conjured mto being, as it is by Shakespeare, Jon- 
son, and Congreve, Anstophanes and Moli^re Often 
in the mere difference of this from the actual world 
resides much of the comic effect, as not of the tragic 
For this is needed the illusion of reahty, for tliat, satire 
or burlesque, exaggeration or transformation but for 
neither, anything of a transcnpt. Concerning the 
Restoranon Comedy of Manners, Charles Lamb was 
undoubtedly right. It is not ‘a veraaous picture of 
actual English manners and morals’, but ‘a world of 
Itself, almost as much as fairy-land’ A wand is waved 
and what is gross, licentious, and heartless is trans- 
muted by wit and nurth, or what is dark and seamy 
■■afinks mto the background, and only what is bnght 
and gay steps before us Tlie only defect m Lamb’s 
criticism is his failure constantly to remember what 
lurks behmd It is altogether a speculauve scene of 
uMgs, which has no reference whatever to the world 
that IS ’ If that were so, this new world would not be 



68 EE STOLL ART AND 

funny — if by tins merry but significant ‘transposition 
and transformation’ (as Proust calls it) we were not 
remotely reminded of the original, our own or others' 
practical and conjugal relauons, in the world that is, 
though tliese, of course, must not be thrust upon uSiJ 
any more than Emilia’s nauve perspicacity m Othello, 
or they would break the charm Sometimes, indeed, 
Lamb does remember, as when in the preceding essa}, 
On Some of the Old Actors^ he speaks of the ‘playful 
selections and specious conibinations ratlier than stnct 
metaphrases of nature’ A stnct metaphrase — 2. tran- 
script — is, he implies, not art. 

For the preservation of the comic illusion, as of the 
tragic, certain distinctions or mampulations have com- 
monly been employed As presented m tlieir earli^ 
mtensity, and even as nowadays, the two illusions ar^ 
mutually exclusive— only in the hands of the greatest 
masters does one with impunity encroach upon the 
otlier, and then it is in due subordination In regular 
comedy, that is, tlie ancient and that of Jonson, Con- 
greve, and Molifere, noble passion or emotion is sup- 
pressed, even m tlie Romantic it is subdued, and for 
the purely comic effect in either, sympathy is unfavour- 
able In tragedy Acre are pas sion and emotion in 
abundance^ to arouse both pity and fear Indeed, the 

situatiorTis^gilib'e'rately manipulated to_awaken_S3;ni- 

pathy otliem lse_ not forthcoming'^ as inlHrc^e^of 
l^a^e^ mfluenced by his lady and the Weird Siste^ 
and sl^ng die King behind the scenes, not on th^ 
boards In comedy, on the otlier hand, the simation is 
mampulated so as to isolate the duped or cheated, tlie 
beaten or betrayed, only their follies being kept 
us, the causes and extenuating circumstances ignored 
Sir Toby, Mana, and tlie Clown tease the Steward and 
crack jokes at lus ex^iense under our ejrcs, Malvolio 
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himself begs and wads in the dark, off-stage Shylock 
IS suffered to plead his mjunes as a justification only 
m blooddursty tnumph, craving a revenge whidi 
^betters the instrucnon’, but to die cost of his own 
avance and compassed about by hatred, on the one 
hand, and by dension on the other How they came 
to be what they are, what the world had done to them, 

IS no more to be considered m die case of the Jew and 
the Steward in comedy than in that of the villains in 
tragedy And so it is with awkward suitors and jealous 
husbands, stingy fadiers and unsophisticated provm- 
aals, m Plautus and Terence, Congreve and Moh^re 
Though not sympathetically or approvingly, we are 
ranged on the side of them that rob or diea^ like 
Tramo and Scapin, or boast, he, and run away, like 
^alstaff, who, though he is guilty of all these mis- 
demeanours, IS funny He is not so funny when, with 
^some Romantic cntics, we consider his hopeful youth 
and disappomted age, or take his misdoings for make- 
beheve. Sometimes m Shakesp eare, however, just as 1 
comedy encr oach^ upon tragedy , tra gedy encroaches 
up_qn,comedy,_the is olano n is incomplete and_S30tnr 
ga^ awps^in^ and consequendy the comic-effecus 
not so consistent and eSiphaac as in Jonson, Mohire, 
and Plautus Shylock, as we have seen above, is a 
Falstaff, gmlty of more venial offences, both the object 
and the mexhaustible fountain of mirth, enjoys p lenar y 
indulgence, and comedy and sympathy nearly merge. 
^ Such IS the mimic comic world — such are its order 
and economy — ^but what of the entrance to it ^ That, 
as to the tra^c, has by bold strokes and a preapita- 
tion been often best, and certainly most expeditiously 
effected It has been by the avenue of t hes e vanous 
devices of misunderstandmg and deception, or of some 
particular assumpuon, all of which nowadays are (as 
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threadbare or improbable, or both together} com- 
monly considered taboo In principle (though less in 
practice, as will appear) we grimly insist on what 
botli probable and original sucli devices or assump 
tions, in Shakespeare and still more in the other Ehza 
betlians, who lack lus authority, we, when we stop to 
consider, refuse to accept or fail to understand TW 
IS the swindling in Volpone ‘Cupidity goes with par- 
simony’, cries Wilham Archer as he turns away, ‘and 
who e\'er heard of avance staking large sums on a 
problematical post-obit^’ Yet even as mere matter of 
fact, whereon hir Archer is here insisnng, this logic of 
lus IS not that of common human nature. Often the 
most avaricious, though with a pang — ^and there, in 
reality itself, is a contrast and conflict of which Jonson 
fully avails himself — take to the highest play Scotch- 
men I have known who, shortly after the dose of the 
War, put as much as hdf tiieir patnmony mto paper 
German marks And are not the French, the Italians, 
tlie Spanish, the very Hebrews with whom parsimony 
is botli die raaal vice and die raaal virtue, the most 
insauate and inveterate gamblers ^ That fact of itself 
IS enough to n'arrant, in a satirical comedy whereof 
the scene is laid in a far-away and fantastic Venice, the 
assumption diat cupidity may ovemde parsimony, 
when the assumption is skilfully presented at the be- 
ginning There, as m King Lear and the Oedipus and 
according to die precept of Anstode, is the place for^ 
the improbability — as a postulate, a basic premise^ 
Mr Ardier, so hard on Jonson, will not lay a finger on 
Shakespeare, but in his Venetian comedy, romantic 
mstead of satinc, diere are posmlates stdl more im- 
probable — that one fnend should permit another to 
give lus enemy his bond, valid in law, with a forfeiture 
of a pound of flesh of die creditor's O'W'n choosmg, and 
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that a young woman should by the will of a sensible 
parent be left at the mercy of the wooer cleverest at 
conundrums These last assumpnons, to be sure, lead 
to what is serious rather than comic or tragic, and it is 
Sie decepuon — the disguises, and the turning of the 
tables on Shylock — that more directly conduces to the 
comic But all ahke offer m comedy that advantage 
which we have noted in tragedy, an opportunity and 
warrant for the character to do and say what, quite of 
himself or psychologically, he woulu not do or say 
The avanaous dupes m Volpone ennch the swindler 
and impovensh themselves, gloating over the bright 
prospects for a timely mhentance from him and so 
from the others, much as the miserly Harpagon is 
made to keep horses and servants, woo a beautiful 
^young woman, and even give a banquet — that he may 
Stmt man, woman, and beast as he does it. And what 
/they say is more finely incongruous sull Shylock 
complacently piues Launcelot as he lets him quit his 
service, both to spare his own and to hdp waste Bas- 
samo’s borrowed purse, not knowing that the lad is at 
this moment helpmg to cheat him out of both ducats 
and daughter — ‘The patch’, he mutters, ‘is kind 
enough’, and so Sganarelle piUes Val&re as, after 
giving 1^ the ambiguous message from Isabdle, he 
watches him go off apparently heart-broken but really 
elated — 

Ce pauvre malheureux trop lempli d’amiuA 

''(The first-named comic effect has, in our sentimental 
times, been snfled or muffled ) And it is only from out 
of such premises of decepuon that proceed such 
dramauc conclusions as when Corvino in Volpone 
(who, to outdo the doctor reported to be competing 
With his daughter, offers up his own wife, of whom he 
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has been savagely jealous) calls him, in a paroxysm 
avarice, 'Wretch^ Covetous wretch' , or as when Foj 
in The Merry W ivar, impatient of uncertainly after t 
fatuous FalsiafF’s confidences and the trustful Pag( 
assurances and misled by what he has learned of t 
Merry Wives’ intrigues, cnes out, choosing to be ng 
though at a cuckold’s cos^ ‘I will prevent this, dele 
my wife, be reveng’d on Falstaff, and laugh at Pag 
By a more reasonable and more nearly normal proce 
of development, such a clash of contrast and coi 
sequent explosion of memment could scarcely, an 
certainly less speedily, be attained 

Therefore, strange to say, the best comic and trag 
wnters are now falling back upon what is a moder 
and contemporary equivalent of misunderstanding c 
deception, disguise or feigning, and the accompanyin 
aside or sohloquy, that is, appearances as the natun 
cloak over reality (or all the reahty there is), and con 
saousness itself as a veil The one is m Pirandello, tb 
other in O’Neill and the Vanguard There is a pro 
longed contrast between speech and thought, or be 
tween thought conscious and half-conscious, as m th« 
Strange Interlude and The Adding-Machine^ there an 
actual masks, as in The Great God Brown, and virtual 
ones, as m Mourning Becomes Electra, and continually 
there are furtive, covert motives — mothers hating 
daughters or jealous of sons, and fathers hating sons 
and jealous of daughters — opposition to the honest, 
acknowledged ones Or else, renounang originality 
and recurrmg to Anaent and Renaissance example, 
the dramatists take to the old stones agam, those of 
Greek tragedy or the fabliaux, as do O'Neill and 
Synge (The Shakespeare cntics are a litde behind the 
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times') Even before this, somethmg of the duplicity 
of effect m Othello^ Hamlet^ and Macbeth was secured 
by a modem desuny, as heredity or family tradition, 
in plays such as Rosmersholm and Ghosts, and by a 
^ihodem disguise, as the outer man masking the inner — 
what he or the world thmks he is overlying what he is 
at heart — m plays such as ITie Doll’s House and Can- 
dida, At bottom the methods, tragic or comic, anaent 
or modem, are the same Fate and the fallax servos, 
lago and lachimo, Viola m a doublet and Hamlet 
playing mad, and the numerous vaneUes of fatality and 
double personality, unconscious decepuon and self- 
deception, in current use among us, all perform, with 
different degrees of vensimilitude and plausibility, of 
philosophic significance and emotional potency, one 
unchanging function 

And what is that^ It is to make a situation rather 
than develop one, to frame a plot and precipitate an 
action, rather than to hold the mirror up to nature It 
IS to mutate life, not tmly and faithfully but, as with 
all art, m such a fashion — within the hmits of mpdn i m 
and tradition, of the mares and the imagination — ^as to 
force us to think and feel And this is the function of 
poetry itself — ‘to heighten consaousness’, as Miss 
Sitwell says For that effect in drama there must be 


irony and conflict and, therefore, contrast or parallel — 
and for any of these, in turn, there must be accumula- 
tion and compression And for that effect at its 
^ amplest, in mere poetry, there must be metaphor * The 
'language of poetry, and particularly the greatest^ is, 
* Sm Max Eastman, The literary Mind (1931), p 84, &c. 
For the surchaxged quality of poetic language, carryme a 
meaning with fkcets, but aU withm the compass of 
me poets mmd, not imparted by the modern reader's, see 

/ Ambiguity (1930), save vhere 
ne IS, now and then, led by lis ingenuity astray 
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unlike that of prose, diarged as with electnaiy, 
‘changeable’ as silk Of itself, life (or the plain state- 
ment) will not do Even if it were different and itself 
afforded such good situations as those of anaentmydi 
or poenc invention, sail it would not do In greai 
drama they would therefore have to be better, that is 
(again) improbable — though not wti/im the drama, of 
course, even as such situaaons are not now In tragedy 
and comedy botli, life must be, as it has ever been, 
piled on life, or we have visited the theatre in vain 

And if not m vain, what then ^ To make us think 
and feel, to heighten and widen our consciousness, and 
nothing more ^ The Greeks, at their great period, the 
classical French at theirs, strove m tragedy for a 
puigauon, in comedy for a casngaaon, and in both for 
some measure of jusuce (not perfect or ‘poeac’, buf 
tragic or comic) in die lot meted out to men Shake- 
speare and the modems, whatever their efforts in either 
direcaon, fall much fartlier short of diese They have 
no religious philosophy like diat of the anaents, and 
in tragedy they do not attain as the ancients did to any 
reassuring adjustment of human suffering to the will of 
Heaven For faith is now broken, hfe is more intricate 
and mysterious the nouons not only of the benevo- 
lence of Heaven or Nature, but of the responsibility of 
man, are undermined 

* How far this was with Shakespeare the case we can- 
not know, so litde do his characters venture upon'^ 
speculauon, so seldom does he appear himself Cer- ^ 
tainly he offers no soludon to the problem Tliough 
as a man a Chnsuan and a Protestant, as a dramaust 
he has no theology or theodicy, no plulosophy or 

• In this pangraph I am somewhat mdebted to Professoi 
Fry^ though at many pomts I differ with him- 
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‘message’ By some characters the gods are declared 
to be just, by others, to be unjust, and the only con- 
solation m the presence of die bitter mystery is in 
patience, acceptance. Instead of the austere but poig- 
psant seremty of Sophoclean tragedy at the end, there 
IS, on the one hand, the spint of quiet sorrow, on 
the other, a practical concern for the pumshment of 
the offenders and the restoration of the State, and the 
passionate symphony closes quietly, on a rest-tone 
A note of reconaliation has, by Professors Dowden 
and Bradley, been discerned in the superiority of the 
character of his heroes and heroines to the fate which 
befalls them — m some distant reverberate mtimauon 
that what happens to Cordelia does not matter, all that 
matters is what she is — and the more senseless and 
nonstrous her fate, the less does it concern her But 
hat idea is really a transcendental mference of the 
macs’ own, not anything which finds a basis m the 
ext* There the beauty of the hero’s and heroine’s 
natures makes theu- tragic fate only the more lament- 
able, not irrelevant. Why should a dog, a horse, a rat 
liave hfe, and thou no breath at all ^ Or, again, a note 
of reconaliadon has been found in Shakespeare’s sense 
of the dreaminess and unreality of life But the most 
notable expression of this is on the bps of the blood- 
stamed and unrepentant Macbeth and the blameless 
Prospero, m which cases, though for different reasons. 
It does no tragic service Sail less does Shakespeare 
•put before us the terrestrial, social problems of an 
Ibsen or an Hemeu, which, however htde in the solu- 
aon they may purge our emonons, impart to the tragic 
spectacle a litde meaning, though not much And all 
that I can discover to alleviate our dismay when for the 
last tune tlie curtain fells, is, apart from the hfe-giving 
* Seemj, 182-3 for the Hegelianism. 
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spint of poetry moving and hovenng over the stage, 
tile breadth and fairness, the exaltation and pity, in the 
presentation (These are no matters of inference but 
of direct imaginative or emotional effect ) There is no 
cynicism, no pessimism — tlie vision is too dear and 
broad Good and evil are not, as to-day, confused or 
merged, but are, as Croce says, 'as hght opposed to 
^ darkness’.* Evil is not negative or incidental, but 
while imder suffering it may grow worse as in Mac* 
betli, good, on the otlier hand, may grow better as 
in Lear And by evil good is not in the long run 
tnumplied over or overshadowed If, on one side, 
there are Gonenl, Regan, and Cornwall, Edmund and 
Oswald, on the other there are Lear, Cordeha, and 
the Fool, Kent, Gloucester, Edgar, Albany, and the 
true-hearted retainers and servants If many people 
do ill by tliose who have done well by them, many 
otliers do well by those who have done ill by them 
The eardi trembles, but the venties are unshaken, the 
moral values and even tlie social sanctions are un- 
broken Justice IS admimstered, not only in the end 
to the villains, but (diough in a disproportionate 
measure) to the hero and herome That is, the causal 
connexion is observed and recognized, and in this 
tragedy too, once the situation is attamed, character 
becomes its own destiny The postulate once posited 
and granted in the case of Othello and Macbeth, Ham- 
let and Lear, what befalls them is for the most part 
brought upon diem, in the natural course of events, by* 
themselves And though our sympathies are ebated 
for them by arufice and manipulation, and even m a 
measure for die villams also, as Richard and Macbeth, 
lago and Edmund, by endowing them with ‘energy of 
intellect, daundess versanlity of danng, invmable 
* Anosto, Shakesptarty and CoTnedle, p 143 f 
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fertility of resource’, and apparelbng them (though 
with a difference) like the heroes themselves in poetry, 
or bejewellmg diem with wit and humour yet by ^ 
these claims upon our admiration our judgements are 
^t weakened, nor are the issues confused In fine, the 
poeucally and dramatically transmuted and trans- 
formed matenal of life still retams hfe’s proportions 
and values, and Shakespeare’s tragedy wears the 
steadymg, though not comfortmg, aspect of truth 
We are made (and all along, as well as at the close) to 
feel deeply and nghdy, and to think sanely, if not 
to any de^ite ultimate purpose or upshot, and as by 
no o^er tn^edy our consaousness is heightened, our 
imagina tion widened There is, however, no piercmg 
of the veil Of Shakespeare the words of Hazlitt are 
truer than of Wordsworth ‘He sees nothing loftier 
than human hopes, nothmg deeper than the human 
heart’ Philosophy, ttanscenden^ism does not here 
apply But -when Professor Bradley reads with the 
same spint as the author wnt^ he speaks admirably and 
to the purpose 


Its final and total result’, he says of King Lear^ ‘is one 
in which pity and terror, earned perhaps to the extreme 
limits of art, are so blended with a sense of law and beauty 
that we feel at last, not depression and much less despair, 
but a consciousness of greatness m pain, and of solemmty 
in the mystery we cannot fathom.’ 

\Or perhaps Croce s desenbes the result, though more 
^dryly, more adequately 


.j ‘He knows no other than the vigorous, passionate life 
lupon earth, divided between joy and sorrow, with, around 
(and above it, the shadow of a mystery ’ 



W. W. Greg 

(b 1875) 

PRINCIPLES OF EMENDATION IN 
SHAKESPEARE^ 

T he Professor of Latin in the University of Cam 
bridge* has said what is perhaps the last word or 
the subject of emendation, in a passage that runs as 
follows ‘A textual cntic engaged upon his business is 
not at all like Newton mvestigatmg the mbnons of the 
planets he is much more like a dog huntmg for fleas 
If a dog hunted for fleas on mathematical pnnciple^ 
basing his researches on statistics of area and popula- 
tion, he would never catch a flea except by accident’ 
I do not believe diat tbs is a fair account of textual 
criticism in general, but so far as emendation is con- 
cerned It comes extraordinarily near the truth The 
fact IS that tliere is only one general pnnaple of 
emendation, which is that emendation is in its essence 
devoid of pnnaple At its finest it is an inspiration, a 
stimng of the spint, wbch obeys no laws and cannot 
be produced to order Li otlier words, emendation is 
an art Yet even as sucli there should be some condi- 
tions wbch by its very nature it must obey, for it is 
surely no idle dream of scholars to be ‘learned in 
searching pnnaples of art’ And if we can do nothing 
to help great cntics in making bnlhant emendauons,^ 
we may at least hope to discover some rules that 
should prevent little cnucs from making foolish ones 
As a starting-point for our search let us consider 
one or two famous emendations, not necessarily m 
Shakespeare, that have won general acceptance There 
* Shakespeare Lecture of the Bntish Academy (1928) 

® A. E. Housman 
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s one that may be called Theobald's emendation par 
txcelUnce, though it was not entirely his own Mistress 
Quickly (that was) describes Falst^s deatli 

after I saw him fumble with the Sheets, and play with 
flowers, and smile vpon his fingers end, I knew there 
was but one way for his Nose was as shaipe as a Pen, 
and a Table of greene fields 

So die foho, which is our only relevant authority To- 
day all edmons of Shakespeare read ‘for his nose was 
as sharp as a pen, and a’ babbled of green fields ’ When 
we remember Aat ‘babbled’ would very likely be 
written ‘babld’, and that m the hands of the time ‘b’ 
and ‘d, and final ‘d’ and ‘e’ are often difficult to dis- 
tmgmsh, there need be no hesitation in accepting what 
many readers feel to be a particularly Shakespeanan 
turn of phrase 

My next instance is linked no less closely with the 
name of that great and modest scholar Arthur Sullen 
Marlowe’s Faustus m his study tosses the unprofitable 
Anstode aside with the words 

Bid Oncaymceon farewell, Galen come 

according to the earliest edition The second sub- 
stitutes 'Oeconomy' That this is wrong is clear from 
the metre (whidi was first doctored m the fourth 
edition) but it was the guess of some one with enough 
learning to know that one of Anstode’s works was the 
Oeconomica, hardly, one would suppose, a compositor 
^ullen, pondering the passage, perceived that there 
Was really no error at all, but only a rather mislpading 
spelling of the Anstotehan phrase ov koX wh ov, ‘beinc 
and not being’ ^ 

the glamour of great names and famous hnes 
should sway your judgement to an over-ready accep- 
tance of what I would make the basis of my argument, I 
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Will add by way of diallenge an emendation of my oi^n 
It IS one of which I am rather proud, for it is in Latin 
and my classical attainments are thoroughly Shake 
speanan In an appallingly bad text of a veiy infenc 
play of Greene’s there are some lines which have beei 
pnnted by editors, after minor emendation, thus 

O VOS qui colitis lacusque locosgue profundos, 

Infcmasque domus ct nigra palaua Dins! 

On which one editor remarked that no emendation 
could relieve the verses of tlie false quantity m ‘lacus’ 
— ^which shows that Classical Greats is not always 
a sufficient training for textual cnucism For it is 
evident that in this passage ‘locos profundos’ has no 
meanmg what we want is ‘lucos’ for the sense, and for 
tile metre die inversion ‘lucosque lacusque’ The Im? 
IS based on a phrase of Cicero, ‘lacus lucosque colitis’ 
The change from ‘lucos’ to ‘locos’ is a mere printer’s 
error, but the inversion must be laid to the charge of 
the audior, for it is due to too close a followmg of the 
prose original 

I think that a careful consideration of these three 
examples will teacli us somethmg m respect to the 
principles — or shall I say the limiting conditions of 
emendation, and I propose to use diem as illustrations 
in seeking answers to certain questions In the first 
place What makes an emendation acceptable^ Ido 
not, of course, mean the appeal to sentiment or com- 
monplace that pleases by removing a phrase jamng to 
die feehngs or calling for mental effort at comprehen- 
sion One critic would have Hamlet *hot instead of 
‘fat’, anodier ‘faint’, another ‘fey’, and when Colha 
forged in the Perkins folio the emendation blankness , 
for the line, 

Hor heaven peep through the blanket of the dark, 
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an eminent actor, so I have heard, declared that he had 
happily removed what had alwa)rs been a stumbling- 
block m Macbeth Such things are mere folly By an 
acceptable emendation I mean, of course, one that 
■^mkes a trained mtelligence as supplying exactly the 
sense required by the context, and wluch at the same 
time reveals to the cntic the manner in which the 
corrupuon arose Most readers of Henry V feel in- 
stmcuvely the jusmess of Theobald’s emendation, and 
few would question the appropriateness of Bullen’s, 
the third is supported by the detection of the source 
That this source at once explams the harder part of the 
corruption is my excuse for thrusting the trifle on your 
consideration, Sv Kai dvis rather a brilliant inter- 
nretadon than a stnct emendation, the change from 
babld’ to ‘table’ is perhaps more obvious to us than it 
was to Theobald 

The cntenon of acceptance is high, and it is neces- 
sary that cnuasm should msist rigorously upon the 
conditions, for unless they are fulfilled there can be no 
certainty about the emendation, and there may be half 
a dozen, or half a hundred, with claims upon our atten- 
tion But of course comparatively few emendations 
really satisfy the test This is a pomt I wish to stress, 
because I do not think that cnuasm has always faced 
the imphcauons of its own methods It is apt to forget 
two facts which it would nevertheless not dispute 
One IS that even the most careful authors do some- 
time wnte sentences which it is impossible to regard 


monia’, but no one now follows Bendey m therefore 
dismissing the passage as spunous And if we were to 


as anoramg a pertecuy sanstactory sense the other is 
that corrupuon must someume occur through agenaes 
that by their nature it is impossible to trace Even 
Milton has ‘Hermione’ where he should have had ‘Har- 
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cast out of Shakespeare’s text all phrases which 
should hesitate to admit into it as emendations, 1 think 
that we should leave some considerable gaps in the 
canon On the other hand, who shall say what chance 
words overheard in the pnnung-house may have foiina 
their way into a compositor’s brain and so out at his 
fingers ^ In all hkehhood there are on record more— 
perhaps many more — ^actually correct emendations 
that fail to pass the testy than there are that emerge 
successful Aey are correct but we can never know 
that they are This comes out clearly, I think, in a 
textual study of Massinger We are so fortunate as to 
possess several hundred corrections made with his own 
hand in the original editions of his plays, but among 
those of any consequence I think there are not veiy 
many diat an editor would feel bound to accept oh 
stncdy cnncal pnnciples And it is significant thaf 
several correct emendations proposed by Massinger's 
early editors were subsequendy rejected m what re- 
mains the standard ediuon Meanwhile, if we demand 
that a true emendation shall explain the corruption, we 
are left wondering how m one place the word ‘Con- 
stantinople’ came to be subsntuted for the word 
‘Court’ 

A second consideration suggested by the emenda- 
tions with wluch I started bnngs me to what is the real 
subject of my address It is this When we have 
satisfied ourselves that an emendauon is acceptable, 
the next quesuon we ought to ask is what it implies'^ 
with respect to die history and ongin of the text. We-^ 
may find that it implies something that is contrary to 
known fact, or at least something that conflicts with 
the implicanons of odier emendations, or with evidence 
from some different source. Thus Theobald's emenda- 
tion, though he may not have reahzed it, imphes that 
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the foho text of Henry V was set up from a manuscnpt 
wntten m the ordinary English hand of the penod Li 
the arcumstances this is, of course, what we should 
expect. But, had we reason to suppose that the copy 
^pphed to the printer was prepared in modem spell- 
mg on a typewnter, the emendauon would lose most 
of Its plausibility Again, if there were independent 
evidence that the second edition of Doctor Faustus was 
a naive print from the same manuscnpt that served as 
copy for the first, we should have senously to consider 
whether 'Oeconomy' was not onginal, and ‘Oncay- 
maon but a freakish misreadmg Lastly, the seem- 
mgly tnvial emendation 'lucosque lacusque’, or rather 
the whole reconstruction of the passage m which it 
occurs, bears quite a formidable weight of imphcaQon 
^t imphes an ilhterate compositor and a smgular 
absence of proof correction, it imphes, on the other 
\hand, some scholarly revision of the copy, for below a 
( superfiaal layer of prmter’s errors this laun is in better 
order than, for mstance, a corresponding passage of 
Italian in the same play, and lastly it imphes an 
author whose composition was governed more by the 
Gradus than by an mstmct for metre In fact it imphes, 
or at least suggests, somethmg like a complete history 
of the text. 

The central pomt at which I am aimmg is this that 
no emendation can, or ought to be, considered in 
vacuo, but that cnoasm must always proceed in rela- 
^ /Ron to what we know, or what we surmise, respecting 
^ ^'Ae history of the text. True, we sunmse more often 
than we know, and a suffiaent number of acceptable 
emendauons would form a good enough ground for 
the revision of any textual Aeory But we ought to 
^ze clearly whidier an emendauon is leading us 
It IS no use proposmg emendauons m the hope that 
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upon some tlieory they may prove possible. There are 
texts whose data are so simple, or whose history is so 
unknown, that a minimum of restramt is placed upon 
the invention of the critic. But where the available 
evidence is at all full, no one has a nght to ask us tc 
accept any emendation without attempting to show 
that Its implications are not inconsistent with known 
facts or contrary to common sense And if a cntic is so 
bold as to propose several emendations in the same text^ 
he may fairly be challenged to prove that they do not 
involve mutually contradictory theories of its origin 
I shall devote the remainder of tlie hour your kind- 
ness has placed at my disposal to groupmg Shake- 
speare’s plays m accordance with what is usually 
assumed to be their textual history, and to considering 
very briefly the limits which the conditions m eac\ 
group impose upon the freedom of emendation, and 
what in fact tlie practice of editors has been 

In doing so I shall confine my attention to the canon 
of the first folio, leaving out of account Pencles, the 
textual history of which is anomalous without bemg 
very enhghtenmg We are left then with thirty-six 
plays, which I propose to divide into four groups The 
first class consists of seventeen plays which were 
printed for tlie first time in the foho of 1 623 They are. 
The Tempest^ The Two Gentlemen of V zrona. Measure 
for Measure^ The Comedy of Errors^ As you Like It., 
Airs Well that Ends Well, Twelfth Night, and The 
Wmter's Tale among tlie comedies. King John, i Henry^ 
VI, and Henry Fill among the histones, and Corio-A 
lanus, Timon of Athens, Julius Caesar, Macbeth, Antony 
and Cleopatra, and Cymbeline among the tragedies In 
my second class each play had been previously issued 
in a separate edition and it was from this quarto that 
the folio text was pnnted Nine plays belong here, I 
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give them in the chronological order of tlicir appear- 
ance Tttus jindromcus, Richard //, Richard III, 

I Henry IV^ Love's Labour 's Lost^ The Merchant oj 
Venice, Much Ado about Nothing, A Midsummer- 
Night's Dream, and King Lear Tlie third class con- 
sists of three plays whidi the foho printed, not from 
the previous quarto text, but from an independent 
manusenpt representmg substantially the same ver- 
sion namely, a Henry IV, Troilus and Cresstda, and 
Othello Lasdy, we have a fourth dass, each play of 
which survives in two different versions, one an 
authoritative text, whether quarto or folio, and the 
other a bad text, whicli, whatever its precise nature, 
may be fairly described m the famous phrase as ‘stolen 
and surreptitious’ This class, which of course offers 
hy far the best hunting to the textual detective, has 
/fewen members, to wit The Taming of the Shretv,2vnd 
3 Henry VI, Romeo and Juliet, Henry V, The Merry 
Wives of Wmdsor, and finally Hamlet 
I wish to make it dear that in this classification I am 
not givmg you results of my own invesugations or 
even expressmg my own views I am merely gathenng 
the best cnocal opimon on vanous points that I can 
find, m order to use it as a basis for certain further 
mquines It does not matter much, if at all, whether 
the assumpuons are in every case correct I dunk, 
however, diat when a critic has had the opportunity of 
coiuidering and comparing the views of investigators 
,su(± as the Cambndge editors, P A. Damd, Mr 
^PoUard, and Mr Dover Wilson, he should be in a fair 
position to form at least a provisional judgement. It is 
true that m respect to Class IV I have taken into con- 
sideration some comparatively recent speculation I do 
not, however, ask you to accept this as certain, but 
only to consider what follows supposing it to be true 
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Qass I, in which we have but a single text of each 
play, IS the least interesting from our present point of 
view, for the textual data impose the mimmum of re- 
stnction on conjecture. It is the happy huntmg ground 
of the irresponsible editor, smce lus fancy can seldoi 
be shown to conflict with textual logic. Yet even hen 
there are some critical decencies to be observed 
Emendation should be relative to the general natun 
and preservauon of the text a conjecture that wa; 
plausible in a corrupt text such as Macbeth might lx 
inadmissible in a play hke The Tempest^ wluch maj 
have been set up from Shakespeare’s own manuscnpt 
Of positive guides, beyond general suitabihty, there 
are perhaps only two a knowledge of the errors a 
compositor is likely to make m setting the type, and 
a knowledge of those he is likely to make m reading 
his copy There may be more to be discovered with 
respect to the first of these our only appreaable ad- 
vance of late has been the recogmtion of the fact that 
apparent errors of die ear are often due to the com- 
positor trying to carry too many words m his mmd at 
once. On die odier hand much attention has recendy 
been given to the problem of misreading, and though 
the study of manuscnpt forms may not have qmte 
made good the promise held out by some enthusiasts, 
there can be no question as to its importance. Every 
cntic of the texts with which we are concerned ought 
m the first place to make himself thoroughly famihar 
with the vanous contemporary styles of wnong, whichN 
is easy enough, with the type of hand whicli Shake-j" 
speare must have wntten, a matter not senously in 
doubt, and, if possible, with the hand Shakespeare 
actually wrote, ^out wlbch the less said on this occa- 
sion the better But though excellent use has some- 
times been made of the ductus hteranan, I incline to 
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tTiink that, -while the metliod should always be ready 
to the critic’s hand, it cannot often be paraded ^Ttli 
effect. Its value is greater as a hint than as a proof 
Now and then, indeed, a consideration of manuscnpt 
brms may cast a sudden hght upon tlie obscunues of 
ype. One of He3rwood’s printed plays has the start- 
ing pecuhanty that in place of ‘Actus 4’ and *5’ we 
lave ‘Actus 46’ and ‘56’ If, however, we turn to his 
nanuscnpt plays and observe the symbols he used for 
quartus’ and ‘qumtus’, we shall wonder, not diat diey 
vere once misprinted ‘46’ and ‘56’, but that they were 
“ver printed as anything else But it is seldom diat we 
neet such an illuminaung example as diis 
I shall for the moment pass over Class 11 and con- 
ader Class HI, consisting of diose plays for which we 
lave two basic texts pnnted from independent manu- 
>cnpts but representing essentially the same version 
-iere then quarto and folio are independent witnesses 
to a common tradition, a fact that puts a fairly ught 
cnirb on emendation As a rule one text may be ex- 
pected to correct the odier In cases of failure die two 
may have a common error, or different errors If the 
latter, emendauon is specifically hmited by the neces- 
sity of accounung for both corrupuons Common 
errors must be supposed to go back to the author’s 
ongmal or very near it. This is, of course, not un- 
likely, but It should make us scrutmize rather closely 
the evidence on wluch error is assumed And even 
when we are satisfied that corruption is present, it will 
'be well to consider what interpretation was placed 
upon die text, as preserved, by the compositors and 
scnbes who transmitted it, and by the actors who 
probably used it. 

In 2 Henry IV^ there are a number of errors com- 
mon to the two texts Perhaps the most stnkmg is 
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where a speech that undoubtedly belongs to Bardolph 
IS assigned to Poms And since the quarto is clearly 
derived from a prompt-copy and the foho represents 
a further stage-revision of the play, we cannot but* 
wonder into what actor's part the speech was copied 
and who actually spoke it at the Globe Not all the 
alleged errors are equally certam, but if editors ha\e 
thought themselves obliged to resort to a considerable 
amount of conjecture, it has not been without some 
show of reason Indeed, their practice appears to me 
less consistent with a behef in two independent wit- 
nesses, than with the assumption that the foho text is 
somehow based with revision upon that preserved in 
the quarto And in tins connexion it is possibly sig- 
nificant that I have been unable to find a good instance 
of divergent error in die two 

In Trotlus and Cresstda there is at least one instance ' 
in which the quarto and the folio have different read- 
ings, both certainly wrong, and tliere may be others 
And although I cannot dunk that editors have always 
been right in the common errors diey have supposed, 
It is difficult to avoid the conclusion diat these are by 
no means uncommon This and certam curious agree- 
ments m spellmg and punctuation seem to me to raise 
a difficulty m die way of supposing that the only rela- 
tion between the texts is that of a common source to 
the manuscripts used as copy Uncertainty on this 
point has important consequences Take for exampl^ 
the wonderful speech of Cressida 

Sweet, bid me hold my tongue. 

For in dus rapture I shall surely speak 
The thing I shaU repent. See, see, your silence, 
Cunning in dumbness, from my weakness draws 
My very soul of counsel I Stop my mouth 

'Cunning' is Pope’s emendation for the onginal Com- 



EMENDATION IN SHAKESPEARE 89 

imng*, but the expression ‘coming’ was quite usual in 
the sense of forward, apt The emendation does give 
a more perfect sense, and if the text rested upon a 
smgle wimess w'e could be content to accept it, if, how- 
ever, die reading has double authority it should, I dunk, 
be retained 

Othello, the remaining play of this group, stands 
textually in sharp contrast to those we have just been 
considenng Among readings of any importance I 
dunk there are only four in which the Cambridge 
editors felt constrained to emend a reading supported 
by the two authondes, and in not one of these cases is 
It certain that they were nght. A typical instance is 
seen m lago’s words 

My wife must move for Cassio to her mistress, 

' I’ll set her on. 

Myself awhile to draw die Moor apart. 

And bnng him jump when he may Cassio find 
Sohadng his wife 

Instead of ‘awhile’ Theobald proposed to read ‘the 
while’ This does, mdeed, give a slighdy better con- 
strucdon and has, I believe, been generally accepted 
Yet It IS clearly impossible to say that Shal espeare 
cannot have written the text as it stands In the case of 
Othello, therefore, there is every reason to suppose 
that quarto and foho are independent witnesses to the 
author’s onginal, and conversely that die original came 
;near to bemg textually perfect It is useful to bear this 
yact m mmd when considenng such controverted 
lines as 

A fellow almost damn’d in a fair wife, 
and 

Put out the light, and then put out the hght 
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I must no\7 revert to our second group of plays, 
which really forms a transition class between I and DL 
Its nine members agree in this, that a quarto and not an 
independent manuscript served as copy for the folio 
text, but tliey differ widely in the extent to which thd? 
copy was corrected and revised from some other 
source At one end of the scale we have i Henry IV, 
for which a quarto was repnnted almost witliout altera- 
tion, at the other end Kmg Lear, the copy for which 
was so extensively revised and expanded that many 
critics have been led to believe that the folio text was 
printed from an independent manuscript. Between 
these extremes he Love *s Labour's Lost, Much Ado 
about Nothing, A Midsummer-Night's Dream, and The 
Merchant of Venice, in all of wluch the folio contains 
corrections and stage-directions denved from the play\ 
house, Richard 11 Richard III, which have quite! 

definitely been revised, and Titus Androracus, in which 
a whole new scene has been added In i Henry IV the 
textual problem is essentially the same as m Class I 
But even here, and progressively through the other 
members of the class, there is always die possibihty 
diat a folio vanant may be a fragment of an mde- 
pendent textual tradition, and moreover one which ^ 
editor, working within a few years of the author’s 
death and in close touch widi his fellow actors, thought 
superior to that of the quarto This is no ground why 
we should necessanly prefer the folio reading, but it i*' 
a ground for givmg it respectful consideration In 
Lear we reach a critical position almost analogous to 
that in Othello Divergence between quarto and foho 
will imply divergence of textual tradition On the 
other hand agreement between the two cannot (as in 
Class HI) be assumed to mean fidehty to the ongmal, 
since It IS certam that not all the variants of the mde- 
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pendent manuscnpt will have been transferred to the 
copy used for the folio 

Both the fact that the folio text of Lear -was pnnted 
from the first quarto, and that the revision of this 
“^arto by companson with the playhouse manuscnpt 
was not perfect, are proved by an mteresting biblio- 
graphical acadent. For certain sheets of the first 
quarto exist both m a corrected and an uncorrected 
state, and some of these uncorrected readings survive 
in the foho, only partially assimilated to the corrected 
form Thus the end of one line was onginally set 
up m the quarto as ‘come and tends seruise’, but was 
later corrected to ‘commands her scruice' Here 
the folio pnnts ‘commands, tends, seruice*, show- 
mg that the compositor had before him an onginally 
^uncorrected copy which had been brought only 
partially mto agreement with the true reading 
'Moreover, imperfect correction of the copy can be 
traced in a number of other passages Since TTicobaid, 
Lear has said 

What, have his daughters brought him to this pass ^ 

But the quarto reads ‘What, his daughters’, and the 
foho ‘Ha’s his Daughters’ Evidently the corrector, 
mtending to insert ‘h^’ after “What’, acadcntally sub- 
sututed It for that word (Theobald’s ‘have’ is a mere 
sopbsucadon ) 

, But if these inferences are correct, as I beheve they 
are. It IS extraordinary how seldom editors have a gr p ^d 
m rejecting readmgs of any consequence warranted 
by both texts In one place 'Hmortca pasno' is an 
obvious twm error for 'Hysterica passto’, and there 
are certainly some similar mistakes in punctuation, 
but the collecuon is a small one and even so includes 
some doubtful examples A crucial instance is m 
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Edmund’s speech, which the more conservative editors 
print as follows 

Well, my legitimate, if this letter speed 

And my invention thnve, Edmund the base 

Shall to tile legitimate. I grow, I prosper 

Now, gods, stand up for bastards! 

For my own part I cannot quite reconcile myself to 
this, though at the same time I do not feel certain of 
the admirable emendation ‘shall top the legitimate’, 
first proposed by Edwards and adopted into the text by 
Capell and die Cambridge editors Be this as it may. 
It seems to me that the text of Kmg Lear is consider- 
ably better than on our textual theory it has any right 
to be, and I think there still remains a problem for in- 
vestigation 

We now come to our fourth class, that highly im- 
portant group of plays that have reached us m two 
quite different versions The view of the older cntics, 
that one of these versions represented an early draft 
subsequendy remodelled, has gradually given place to 
the theory that it is a mangled text based somehow 
upon an actual representation and superseded by one 
pubhshed with audionty Accordmg to the former 
view die inferior version is chronologically antecedent 
to the odier, according to the latter it is derivative, 
presupposing the other, though the possibility of sub- 
sequent revision is not excluded This may be taken 
to represent in general the current opimon as regards 
Romeo and Jultetj Henry The Merry Wives of 
Windsor, and Hamlet It is only of late, and mamly 
through the mvestigauons of Mr Peter Alexandefi 
that the theory has been extended to cover The Tamtflg 
of the Shrew and the two later parts of Henry VI It 
has not yet passed mto the mortmam of orthodoxy* 
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and I do not ask you to accept it as more tlian a pro- 
visional hypodiesis Neither would I suggest tliat a 
smgle history applies, except perhaps in barest out- 
Ijine, to all seven plays Indeed it is plain upon tlie face 
of It that the cnucal data are not at all points analogous 
If the quarto Taming of a Shrew is a denvauve text 
based substantially upon The Taming of the Shrew, as 
•we know It in Ae folio, there has been far more 
elaborate 'wnung up of die derived matenal than is 
foimd, for example, in Henry V Certam features in 
The Merry Wives suggest that the quarto text may 
have been vamped up by the actor of a parucular part, 
and the same Aeory has been applied to some other 
plays On the other hand, if an actor played the traitor 
in The Merry Wives it is clear that he relied on memory 
j(done, whereas in Hamlet he may have made use of his 
•wntten part This possibility suggests that the first 
' quarto of Hamlet at least may be a very composite 
text, and that, though undoubtedly a bad egg, it is of 
the curate’s -vanety The choruses of Henry V, which 
to some extent mark the act structure in die folio, 
find no place m the quarto on the other hand A Shrew 
preserves the conclusion of the framework-acuon 
which It IS natural to suppose must once have been 
present in The Shrew, diough there is no trace of it m 
the foho 

But great as is the diversity of individual cases there 
.are, if the modem theory is correct, certain funda- 
^mental features in common In all seven plays we have 
on the one hand an authontative text derived by tran- 
scnpuon or pnnung from the author’s ongmal, and 
on the other a vamped text at least one step in the 
trmsmission of which is memorial The critical im- 
plicauons of these assumpuons are obvious Where 
the texts differ, one possesses vasdy greater authority 
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than the other where tliey agree, we not only have 
direct transcnpuonal witness to what the author wrote, 
but we know, subject to certain possible exceptions, 
that tins was wliat was actually spoken on the stage. In 
the latter case, before resorting to emendauon, we sbat 
be not only justihed butbound to go to lengths ofinter- 
prctation which would be altogether fantastic in Classes 
I and n, and would be doubt^l even in Class HI 
Tlie seven plays of our fourtli group fall into two 
divisions In Romeo and Juliet and Hamlet the bad 
quarto was superseded after about a couple of years by 
a good quarto containing a text substantially identic^ 
with that later printed in the folio For these, there- 
fore, we possess three several authorities, and to them 
I shall return In the other hve plays the bad quartc 
was only superseded by the good text printed m thi 
folio Tliese present a rather simpler problem AI 
tliough, of course, each has features of its own, we car 
only on tlus occasion examine a single play as more oi 
less representauve of Its class will serve a' 

well as any 

There are, of course, a number of errors m the foho 
text, and it is only to be expected diatin some instances 
the correct reading should survive in the quarto 
Editors have indeed made pretty free use of die latter, 
sometimes widi full jusnficauon, sometimes perhaps 
indiscreedy Wlien, according to the folio. Corporal 
Nym says 

It must be as it may, tliough panence be a tjured name, yet 
shce will plodde, 

he IS talking nonsense, and when for ‘name’ the quarto 
has ‘mare’, die graphic similanty suggests that it pre- 
serves the correct reading On die other hand we may 
take such a passage as this 
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Boy Doe you not remember a saw a Flea sticke vpon 
Bardolphs Nose, and a said it was a blacke Soule burning 
m Hell 

Bard Well, the fiiell is gone diat maintam’d that fire 
^t’s all the Riches I got m his seruice 

In place of ‘Hell’ Capell introduced ‘hell fire’ from the 
quarto, and m view of Bardolph’s reply all later editors 
seem to have felt constrained to accept the alteration 
They may have been nght, but I do not think they 
were justified 

In one place the quarto supplies a speech of N3mi’s 
diat seems necessary to die sense, and this perhaps 
justifies the insertion from the same source of a hne m 
Henry’s gteat speech on the feast of Cnspian, though 
It IS certainly not mdispensable I think the most 
(Interesting case is the passage which stands in the foho 
'^as follows 

Bedf\prJ\ Farewell good SaSsiuty, & good luck go with 
thee 

And yet I doe thee wrong, to mind thee of it. 

For diou art fram’d of the firme truth of valour 
Exe[ter\ Farewell kmd Lord fight vahandy to day 
Bedf He is as full of Valour as of Kmdnesse, 

Prmcely m both 

The quarto gives the second and third hnes m the 
mangled form 

And yet m truth, I do thee wrong, 

1 For thou art made on the [t]rue sparkes of honour 

>and also alters the speakers, but what is sigmficant is 
diat It tacks these Imes on to the words spoken m the 
folio by Exeter, and m so doing it is clearly right. 
How, then, did they get misplaced m the foho > One 
naturally supposes that they were a marginal addi- 
tion m the manuscript, the position of which die 
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compositor mistook. If so they afford further evi- 
dence that the quarto is dependent on the final version 
of the play, and not on an earlier draft 

As regards emendation, I cannot find that any read- 
ing rejected by editorial consensus is supported by < 
clear agreement of the original texts But tliere ait 
three cases of what I may call disguised agreemenii 
and in each of these I think that editors have been 
wrong I can only call attention to one now, the most 
interesting and perhaps the most doubtful On the 
eve of Agincourt, Fluellen and Gower meet m the 
English camp, and die folio reads 

Gower Captaine Fluellen 

Flu 'So, in the Name of lesu Chnst, speake fewer 

Malone and modem editors alter this to ‘speak ]ower\ 
But ‘lower’, which comes from the third quarto, is 
merely a compositor’s emendation for ‘lewer’ m the 
first quarto, and this would seem to be a misprint for 
‘fewer’ as in the foho There is no difficulty m the 
reading ‘fewer’ itself, in the sense of less, ‘fewer 
words’, the supposed necessity of readmg ‘lower’ 
arises from Gower’s subsequent promise *I will speake 
lower’, and from Holmshed’s report of an order ‘that 
no noise or clamor should be made m the host’ It 
would be interestmg to write a full commentary on the 
passage, but here it must suffice to observe that Fluel- 
len does not censure Gower for shoutmg but for 
‘nddle tadle’ and ‘pibble bable’, and that the humom>j 
of It is that all the time it is Fluellen who babbles, while^ 
Gower can hardly get a word m edgeways 

In Henry V at least the textual phenomena are what 
we should expect from the assumed history I may, 
however, repeat the warmng that we must not expect 
the phenomena to be altogether constant throughout 



EMENDATION IN SHAKESPEARE 97 

the group, and that in every particular play editorial 
practice should be governed by a detailed examination 
of the textual data 

, Our last two plays agree in possessing diree several 
'authorities for the text But they differ markedly as to 
the nature of these autlioriues In both cases we have 
a bad quarto superseded by a good one, but whereas in 
Hamlet the folio was printed from a manuscnpt and 
shows important differences, in Romeo and Juliet it was 
set up almost without alteration from the authorized 
quarto text The latter, therefore, presents a com- 
paratively simple problem, for the relanon of the good 
quarto to the foho is that of the sunplest cases of 
Class n, and need not further concern us, while the 
relanon of the quartos to one another is essennally the 
iane as in Henry V 

I There is, however, one peculianty of Romeo and 
Julut which gives it a umque interest for the cndc, 
namely that ^e bad quarto of 1597 served to some 
extent as copy for the good quarto of lypp This fact 
was first observed by a German wnter half a centuiy 
ago, but It has only recently shown signs of creeping 
into enneal consaousness The evidence is supplied 
by a number of bibhograplucal peculiannes, the most 
obvious being that certam speeches are printed in italic 
in both quartos, and it is to my mind conclusive But 
It apphes to only a small part of the play, namely the 
first two sheets of the first quarto It seems clear that 
editor was commissioned to prepare the copy for 
‘ an authorized quarto, and for this purpose was pro- 
vided with the 1597 edmon and a playhouse manu- 
scnpt. He began by taking the prmted text and 
elaborately correcong and expandmg it by companson 
with the manuscnpt, but when he got to the end of 
sheet B he deaded that it would be less trouble to make 
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a transcnpt of the latter. This he proceeded to A 
through tJie remainder of die play, diough I will no 
say diat he may not have used other fragments of th‘ 
printed text, and I am certain that he consulted it oi 
occasions when die manuscript was obscure 

This bibliograplucal induction is borne out in 2 
rather remarkable way by the textual evidence of a 
number of corruptions common to die two quartos. 
When Romeo meets Capulet’s servant he asks him 
whither die guests are invited, and the conversation 
proceeds. 

Scry Up 

jRom Whither? 

Scry To supper, to our house 

Tins is Theobald’s arrangement of the texl^ and it b 
veiy likely correct the quartos make the words ‘tt 
supper’ part of Romeo’s speech Tliere are two othei! 
common errors widun a few lines of this, and the next 
scene is marked by an agreement of die texts in several 
peculiar spellings, the most notable being ‘a leauen’ (or 
*a leuen’) for eleven All these occur in sheet B In the 
remainder of the play, eight sheets, there is one com- 
mon error (to which I shall return), and one, or 
possibly two, partial agreements in abnormal spellings* 
The conclusion is obvious 

This peculiar textual history should prepare us for 
somediing unusual in the readings We find it 
frequent use wluch editors have made of the b^ 
quarto in their endeavour to emend the good on^ 
The cases are ten or twelve times as numerous as ir 
Henry V and mosdy of much greater importan^ 
The Cambndge editors are fairly conservative in the 
matter, but I have counted 118 instances (tnvialinm 
apart) in which they have replaced a readmg of the 
second quarto by what is substantially that of the firsts 
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or about one in every twenty-five lines Of course 
nothing hi e all these are really needed, but I think that 
about a third are inevitable, and if it is once admitted 
♦hat the first quarto is nght m two score cases, there is 
10 particular reason to ]ib at six score. 

The most certain correcuons supphed by die first 
piarto are not as a rule the most mteresting, though 
hey mdude such readings as ‘chaples’ (i e chapless) 
'or ‘chapels’ and ‘pay* for ‘pray’ But tliere seems no 
eason to question die correctness of the line 

Hence will I to my ghostly father’s cell, 

which editors have taken mainly from die first quarto, 
for the readmg of the second, ‘my ghosdy Fners close 
^1’, can only have ongmated, one supposes, in in- 
Hiihty to deapher the playhouse manuscript At the 
lame time there are a few passages in which I thmk 
editors have done wrong to desert the primary 
authoniy, for mstance m the Fnar’s reproof to Romeo 

O she knew well. 

Thy loue did reade by rote, that could not spell 

where most editors since Pope have pnnted the less 
pregnant readmg of the first quarto, ‘and could not 
spell’ 

The one common error m the later sheets of the 
play appears m a passage that raises a number of 
textual problems Mercuoo’s conjuring of the m- 
,,^ble lover, so far as it can with decency be quoted, 
which happily will serve our turn, is pnnted by the 
Cambndge editors as follows 

Romeo 1 humours! madman 1 passion I lover 1 
Appear thou m the likeness of a sigh 
Speak but one rhyme, and I am sausfied, 

Cry but 'ay me!’ pronounce but ‘love’ and ‘dove’ 
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Speak to my gossip Venus one fair word, 

One nick-name for her purblind son and heir, 
Young Adam Cupid, he that shot so tnm 
When King Cophetua loved the heggar-maidl 

I am not going to argue whether ‘Adam Cupid' ii 
nght, though I think it may be the point is that it is 
an emendation for * Abraham Cuptd'^ a reading in 
which the two quartos agree literatim et pmctuatvn 
Now, two things are evident, namely that this as it 
stands cannot be correct and that the second quarto 
must have copied it from the first Is this, then, a 
passage for which the editor in 1599 used a fragment 
of the printed edition^ The suggestion is ruled out 
by other readings which prove tliat the compositor 
of the second quarto had manuscript copy before bi^ 
Thus the fourth line is substantially taken from th 
first quarto, the second quarto reads* 

Cne but ay me, prouaunt, but loue and day, 

where ‘prouaunt’ and ‘day’ are certainly graphic errois 
It IS clear that the editor was havmg imusual difficul- 
ties with the playhouse copy in this passage — ^it must 
have been mutilated or defaced — ^and that when ^ 
came to young Cupid he boldly turned to the pnntd 
text for guidance But if this is so, we shall do well to 
examme very carefully the readings in which the 
second quarto differs from the first Already, ap^ 
from the fourth Ime, editors have borrowed from the 
first quarto ‘shot so tnm’ and ‘son and heir’, but th^ 
have followed the second quarto m the first Ime^ wheiv 
the first quarto has 

Romeo, madman, humors, passion, huer, 

Noung the slight cliange of order, which emphasizes 
the descent from man to his complamts, there seems 
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af course, the seat of the disease of love And again in 
the last line we may wonder whether ‘begger wench , 
ap in the first quarto, is not more in accord with Mer- 
cudo’s humour than the more conventional ‘beggar- 
maid’ The latter, familiar from the ballad, would no 
doubt have come more readily from the editor’s pen 
Among the plays of Class IV Romeo and Juliet is 
remarkable in that the bad text seems a good deal 
better, and the good text a good deal worse, than we 
are accustomed to find I fancy it offers opportunities 
of critical exploration which have not yet been ex- 
hausted 

Discussion of Shakespeare usually comes round in 
Ae end to Hamlet^ and for us too fhe wheel is come 
‘jfcll arcle Hamlet is not only, from the literary point 
|of view, the most discussed play in the canon, it is also 
the one that presents the most complex problem to die 
textual student It is the only play for which we 
possess three ostensibly independent authorities And 
the earliest of diese texts, the bad egg, appears to be of 
a more complex or vanable badness than the other 
members of that addled sitting or else its quality has 
been submitted to more minute examination This is 
a topic upon which I cannot enter now The theory 
which I wish to examine, without necessarily accepting, 
IS that the good second quarto was printed direct from 
Shakespeare’s autograph, that the folio was pnnted 
n^m a playhouse manusenpt copied from that auto- 
' graph, which had undergone certam alteration in the 
course of two decades of constant use as a prompt- 
book, and that the bad first quarto is in the main based 
upon a representation of the play, the actors’ parts for 
which had been transcribed from the same prompt- 
copy in Its ongmal state The actual textual history 
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must be a good deal more complicated than tlus, hot 
I tvish at present merely to inquire how far this theoiy 
will work’ in view of the variant readings found in the 
authorities and the emendations that have foun^ 
favour with editors In this investigation I have haa 
Ae benefit of stud3nng an important essay by Professor 
Dover Wilson on ‘Spellings and Mispnnts in the 
Second Quarto of Hamlet 
Tlicre are five classes of readmgs that throw hghton 
our problem, namely agreements of the first quarto 
and tlie folio against the second quarto, agreements of 
the two quartos against the folio, agreements of the 
second quarto and the folio which editors have rejected 
in favour of die first quarto, agreements of the second 
quarto and die folio whicli editors have rejected with 
out seeking help from the first quarto, and agreement 
of all diree texts whicli editors have rejected 
It IS a cunous fact diat where the second quarto anc 
the folio differ the support of die first quarto is almost 
exaedy balanced between them m fifty-five instances 
It agrees with the other quarto, in fifty-seven with the 
folio If our theoiy is correct its agreements with the 
folio are not of much significance, since both go back 
ultimately to the prompt-book, all that the first quarto 
can show is diat die folio reading is not due to the 
compositor and diat it could pass muster on the stage 
Analysis seems to show that the great majonty of in- 
stances (44 out of 57) are due eidier to mispnnts m the^ 
second quarto or to small vanants mtroduced in tran- 
scribing the prompt-copy Tliere are also three definit^ 
errors onginating in diat operation The most inter- 
esting result IS that the prompt-copy seems to have 
undergone some authontative revision before the 
copj'ing of the actor’s parts, for there are ten passages 
or SO m which readmgs of the autograph appear to 
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have been deliberately altered If Mr Dover Wilson 
IS nght, one of the prompt-book errors was the sub- 
stitution of snatches of old ‘tunes’ for ‘lauds’ through 
^misreading of Shakespeare’s wntmg The correc- 
*Bons or alterations are all instrucnve I have only 
space to mention that Shakespeare seems ongmally to 
have written ‘fearefull Porpentme’, and that ‘fretfull’ 
was a happy second thought. 

The variants m which the first quarto supports the 
second agamst the foho are of much greater impor- 
tance, smce on our theory agreement of the quartos 
establishes the readmg of the prompt-book Apart 
from chance coinadence, of which there may be a few 
examples, vanation m the foho implies either a mis- 
pmt in that text or an alteration subsequent to the 
.meparanon of the actors’ parts Mispnnts account for 
learly half the cases, the rest are divided about equally 
letween small editonal tinkermgs, very likely made m 
uepanng the playhouse manuscript for press, and 
Jterations made in it in the course of its twenty years 
if use as a prompt-book. The distmction of these 
dasses is of course conjectural The most mterestmg 
mispnnt is the subsntuaon of ‘Landlesse’ for ‘lawe- 
lesse’ resolutes, due, it would seem, to the easy misread- 
ing of ‘lawe’ as ‘land’ Among editonal changes there 
are a couple that suggest that the speech with which 
Hamlet leaves Opheha, after consigning her to a nun- 
nery, had become partly obhteiated m the manuscnpt 
^e dozen or so major alterations are important, 
^akespeare himself, it would seem, altered ‘quietly 
mterr’d’ to ‘qmedy enum’d’, and perhaps made the 
necessary correction m the ‘dayly Cast of Brazon 
Cannon’, where ‘cost’ had got mto the acted version 
But he surely had no hand m the ‘too too solid Flesh’ 
A vision of Burbage’s waist-band should suffice to 
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prove tliat, editors notwithstanding, Shakespeare can 
never have meant to write ‘solid’ here It is a desperate 
guess for the unintelligible ‘sallied* of the quarto*. 
The problem is tlierefore one of emendauon and \ 
shall return to it ^ 

Tliere are eight passages in which the Cambndge 
editors have adopted a reading of the first quarto to 
the exclusion of one supported by the second quarto 
and tlie folio One of these is clearly necessary, but 
the error is an easy one and may well have arisen in- 
dependently in the two more authontative texts The 
other seven should be rejected Three or four are mere 
mischievous normalizations, one is an exceedingly in- 
genious conjecture, for wluch the editors have not 
been given tlie credit the}' deserve, but which is at tbs 
same time rather hazardous Of the rest the mo^ 
crucial IS in tlie Play scene, where in reply to Opheha’^ 
‘Still better, and worse*, Hamlet snaps* 

So you must take your husbands 

Here ‘must take' was introduced by Pope from the first 
quarto in place of ‘mistake’ as in the other texts But 
surely Capell was nght in printing ‘mis-take’ Hamlet 
means ‘For better or worsel Wliy, diat’s the silly 
way you choose husbands ’ 

There are ten mstances, where the first quarto 
affords no help, in which the Cambndge editors have 
rejected a reading certified by bodi the second quarto 
and tlie folio Some are tnvial, once or twice Shake^ 
speare and die prompter were both certainly noddingv 
but ‘good lussing camon’ I am mclined to beheve is 
correct, and ‘cauiary’ should not be altered to ‘caviare , 
a form veiy rare in Shakespeare’s day Only one is of 
first-rate interest. Polonius ludes behind the arras with 
the words ‘I’ll silence me even here.’ Hanmer 
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emended ‘silence’ to ‘sconce’ But, as Dowdcn re- 
marked, only in death could Polonius be really silent, 
and It is )ust because he cannot ‘silence’ him that he 
dies The emendation destroys the dramauc irony of 
phrase 

TTiere are even three cases in which the editors have 
rejected a reading which has the warrant of all three 
authorities In one they did not venture on any 
emendation, and I propose to return to it in a moment 
One is a tnvial matter, a second-folio spelling adopted 
in the teeth of textual evidence Tlie last is very sig- 
nificant 

White lus shroud as the mountain snow. 

Larded with sweet flowers. 

Which bewept to the grave did go 
With true-love showers 

So Ophelia sings, at least according to Pope, and such 
no doubt were the words of the song she had m mind, 
supposing It to have been tradiuonal But in the third 
line all dice texts read ‘did not go’, and we are bound 
to believe that not only is this what Shakespeare wrote, 
but what Ophelia actually sang on the stage It is idle 
to talk of printers and their intrusive negauves, it 
would be equally idle to point out that Massinger once 
committed this very error m his own manusenpt the 
present case cannot be acadental, nor could it escape 
nonce. Ophelia is suddenly struck by tlie inappio- 
B^teness of the words she is singing and alters them 
a harsh discord 

This completes what I have to say of the pracuce of 
editors considered in relanon to the textual dieory of 
yjam/et with which we began If that theory is true it 
IS clew that editors will have to modify dieir pracuce 
considerably That it is true I will not assert, but we 
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have found notlung in the textual evidence that neces 
sanly contradicts it, and a good deal that is doubtful u 
cditonal pracuce where this conflicts with iL 
I wish in conclusion to consider two or thra 
emendations or explanations of emendations suggested 
by Professor Dover Wilson in the paper already men 
tioned As is well known he has based his work chiefly 
upon an analysis of Shakespeare’s supposed hand- 
wnong and spelling, but he has pursued this line 
of inquiry in conjunction with textual theory For 
example he argues that where the second quarto gives 
us what may be a misreading of Shakespeare's auto- 
graph It IS a facile abdication of critical function to 
accept instead a makeshift readmg from the folio 
Take for instance 

The terms of our estate may not endure 

Hazard so near us as doth hourly grow 

Out of his lunaacs 

The last word is supplied by the folio, the quarto has 
‘browes’. This of course is impossible, and we maj' 
suppose that it is just because it is impossible that the 
folio started guessing, but we are bound to do our best 
with It Mr. Dover Wilson suggests a misreading of 
‘brawls’ I do not know whether his conjecttue is 
right, but I am sure that his method is sound 

So with the ‘too too solid flesh’ already gl^ced at 
The folio’s *sobd’ is a guess we must reject the ‘sallied 
of die quartos is umntelligible But ‘salhes’ occul^ 
elsewhere in the second quarto as a mispnnt ^ 
‘sullies’, showing that the words could be easily con 
fused in Shakespeare's hand Thus, when he intendet 
‘sullied’ flesh, it was tvuce misread as ‘salhed’ anc 
finally misemended to ‘solid’ Of this explananon 
have litde doubt. 
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Lastly, what are we to make of the dirccfold tiatness 
to Polonius’s words ^ — 

And they in France of the best rank and station 

Are of a most select and generous chief in diat 

Mr Dover Wilson tells ns that ‘of a’ is a misreading of 
Shakespeare’s attempt to write ‘often’ I cannot dis- 
niss the details, but the emendation docs not present 
my insuperable difficulty either grapluc or metneal 
What, however, are its textual implicauons ^ Granted 
chat Shakespeare wrote ‘often’ in such a way that it 
tvould namely be read ‘of a’ then we have to assume 
that the compositor of the second quarto so printed it^ 
that the scribe of the playhouse manusenpt so wrote 
It, that the senbe of the actors’ parts accepted die 
reading, and hkewise the actors who performed along 
With Shakespeare on the stage, die reporter of die 
representauon, and the printer of his version, that 
cneanwhile die reading remained unaltered m die 
prompt-copy, and passed muster widi the editor and 
compositor of the folio It would be idle to pretend 
that such a chain of error and persistence in error is not 
improbable, but where the facts are themselves un- 
reasonable we need not be surpnsed if the explanation 
seems fantasUc. It is the implications that are impor- 
tant, and It IS Professor Dover Wilson’s chief ment 
that he has courageously ftced the consequences of 
his proposals That renders his work significant even 
^here it may prove mistaken, and I make no excuse 
Wr dwelling upon it here 

Thus I come back at the end to the point with winch 
I started, the interdependence of emendation and 
t«tud theory We have considered the many aspects 
that the editonal problem assumes with the shifting 
relations of particular texts, but this mterdependence 
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IS tlie one general pnnciple that has emerged froni,l 
fear, an o’er-Iengtliy discussion To be fruitful ^ 
task of emendation must be pursued in relation to a 
clear perception of tlie possibibties of textual history, 
otlierwisc it is as a bow drawn at a venture It is nd; 
revolutionary doctrine that I am preaching, and if, so - 
far, It has been little reflected in the practice of editors, 
this has been perhaps less through dehberate neglect 
tlian because the data for its application have been in- 
suflicient For of one dung at least the preparation of 
this lecture has made me more tlian ever conscious, the 
need for a fresh and thorough investigation into the 
bibliograplucal histoiy of the authorities for Shake- 
speare's text 

A’bw— Dr J W Mackail tells me tliat this instance of 

error in Milton (p 8i), which I hfted from his Wartoi^ 
Lecture, is a bad example It appears that the mistake is^ 
found in the only authonues that were accessible when ^ 
Milton wrote 
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'-TEAR IS essentially impossible to be represented on 
JLi a stage’ — and later cntiGS have been mosdy of 
Charles lamb’s opinion My chief business m this 
Preface -will be to justify, if I can, its ude there — 
Shakespeare meant it to be acted, and he was a very 
pracucal plajrwnght. So that should count for some- 
dung Acted It was, and with success enough for it to 
be presented before the kmg at Whitehall (Whatever 
his faults, James I seems to have had a liking for good 
drama.) And Burbage’s performance of King Lear 
jianained a vmd memory At the Restorauon it was 
lOne of the nine plajrs selected by Davenant for his 
theatre He had in mind, doubdess, its ‘reforming and 
makmg fit’ — all of them except Hamlet and Othello 
were to suffer hea-v^ly from that. But Downes, his 
prompter, tells us that it was ‘ Acted exaedy as Mr 

Shakespear wrote it ’-^-several umes apparently — 
before Nahum Tate produced his version in i68r 
This hotch-potch held the stage for the next hundred 
and fifty years and more, though from Gamck’s time 
onwards it would generally be somewhat re-Shake- 
speareanized * One cannot prove Shakespearean stage- 
worthiness by ciung Tate, but how far is it not Tate 
/lather than Shakespeare that Lamb condemns ? He has 


* Prefaces to Shakespeare (1927), this cxtraa from the King 

preface was revised m 1935 for the present coUccuon 

* Elliston and Kean, after a little hesitauon, went so far as to 
rKtore the tragic endmg Then, in 1838, Macrcady actrf 
Shakespeare’s play again But even he tampered with its struc- 
ture, and — by much omission — ^with its text. 
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Shakespeare’s play in mind, hut he had never seen ii 
acted Part of Ins complaint is that ‘ Tate has pifl 

his hook in the nostrils of this Leviathan, for Gamd 
and his followers, the showmen of the scene, to draii 
the mighty beast about more easily’ And he neve 
considers Shakespeare’s play in relation to Shakes- 
peare's stage. He came near to doing so, for, later in 
the essay, with TAe Tempest for theme;, he speaks of 
* the elaborate and anxious provision of scenery, 
which the luxury of tlie age demands . ’ which ‘ 

worl s a quitecontrary effect to what is mtended That 
which in comedy, or plays of famihar life, adds so 
much to the life of the imitation, m plays which appeal 
to tlie higher faculues posiovely destroys the illusion 
which It IS introduced to aid’ Had he followed out 
tins argument with Kxng Lear for an example, givmg 
credit to Shakespeare the playwright as well as tq 
Shakespeare the poet— I do not say that he would have 
reached a different conclusion, for there is suU the 
plea to be met that here, for or^ce, Shakespeare the 
playwright did overreach himself, but he must at least 
have recognized another side to the quesuon Lamb's 
essay should be read, of course, as a whole. He loved 
the drama, the theatre alternately delighted and ex- 
asperated him The oromnd acting of his day, its 
conventional tricks, can have been but a continual 
offence to his sensitive ear and mcety of taste. He 
here takes his revenge — and it is an ample one — ^for 
many evenings of sudh suffenng He never stopped tOk 
consider whether there might not be more even to th^ 
actor's despised art tlian that. 

A profounder and a more searchmg mdictment of 
the play’s stage-worthmess comes from A C. Bradley 
in the (for me) most remarkable of those remarkable 
lectures on Shakespearean Tragedy. To lum it seems 
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_hakespeare’s greatest achievement but not his 

best play’ The enure argument should be read, but 
this, I think, sums it up not unfairly ‘The stage is the 
test of stncdy dramatic quakty, and King Lear is too 
\uge for the stage It has scenes immensely effec- ■ 

[vem the theatre, threeof them — the two between Lean 
nd Gonenl and betwem Lear, Gonenl and Regan, and 
he ineffably beautiful scene in the Fourth Act between 
,ear and Cordeha — lose in the theatre very little of 
he spell they have for imagination, and tlie gradual 
nterwcaving of the two plots is almost as masterly as 
n Mttch Ado But (not to speak of defects due to mere 
arelessness) that which makes the peculiar greatness 
jf King Lear , — the immense scope of the work, the 
nass and vanety of intense experience which it con- 
tarns, the interpcnetraaon of sublime imaginauon, 
piercmg padios, and humour almost as moving as the 
pathos, the va^mess of the convulsion both of nature 
and of human passion, the vagueness of the scene 
where the action takes place, and of the movements of 
the figures which cross this scene, the strange atmo- 
sphere, cold an3 dark; which stakes on us as we enter 
this scene, enfolding those figures and magnifying 
their dun outlines like a winter mi5t„ the half-realised 
suggestions of vast uifiversal powers working in the 
world of individual fears and passions, all this mter- 
feres with dramatic clearness even when the play is 
read, and in the theatre not only refuses to reveal itself 
^fiilly through the sense but seems to be almost in 
(^mntradiction with their reports y^And later ‘The 
temptation of Othello and the scene of Duncan’s 
murder may lose upon the stage, but they do not lose 
their essence, and they gam as well as lose. The Storm- 
scenes m King Lear gam nothing, and their very 
essence is destroyed ’ For this essence is poetryi 
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and, he concludes, *. . . such poetry as cannot Jij ' 
transferred to tlie space behind the foot-hghts, hu 
has Its being only in imagination Here tlien is Shake- 
speare at his very greatest, but not the mere dramatisi 
Shakespeare^ >. 

p'^otice, first of all, how widely Bradley’s standpoint 
IS removed from tliat — we may venture to surmise it— 
of ‘the mere dramatist Shakespeare' and his fellows 
the actors To say of certain scenes that they weie 
‘immensely effective in the theatre’ and add that they 
lost tliere ‘very little of the spell they have for iraa^a- 
uon’, to argue that ‘the temptation of Othello and the 
scene of Duncan’s murder may lose upon the stage, 
but they do not lose their essence, and tliey gam as 
well as lose’ — ^it would have sounded to them queer 
'commendation For in whatever Shakespeare wrote 
was the implied promise that m the theatre it would 
gaip Bradley passes easily to ‘the Storm-scenes in 
King Lear gam notlung, and them very essence is 
destroyed ’ The mere dramatist, on his defence, would 
rightly refuse to follow him The premises to the 
argument are not the same 
Bradley and Lamb may be nght in their conclusions 
It IS possible that this most practical and loyral of 
dramatists did for once — despite himself, driven to it 
by his unpremeditatmg genius — ^break his promise 
and betray his trust by presenting to his fellows a play> 
the capital parts of which they simply could not act 
Happily for tliem, tliey and their audiences never^ 
found him out But if Bradley is nght not the V 
perfect performance can be a fulfilment, can be 
but a betrayal of King Lear, There is die issue The 
thing IS, of course, incapable of proof The best that 
imperfect human actors can give must come short or 
perfection, and the cndc can always retort to their 
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(best that his imagmatton betters it. Bradley’s argu- 
\ ment is weighty Yet — ^with all deference to a great 
cndo — protest that, as it stands, it is not vahd He is 
contending that a practical and practised dramatist has 
here written a largely impractic^le play Before con- 
'^emning these ‘storm scenes’ he shoidd surely con- 
sider rbpir stagecraft — their mere stagecraft. For may 
not ‘the mere dramatist’ have his answer hidden there? 
But this — startmg from his standpomt of imagmanve 
reader — ^he qmte neglects to do 

Ought we, moreover, to assume — as Bradley seems 
to — that a play must necessarily make all its pomts 
and Its full effect, pomt by pomt, clearly and com- 
pletely, scene by scene, as the performance goes along ^ 
Not every play, I think For the appreaation of such 
a work as JGng Lear one might even demand the 
ijfsecond or third heating of the whole, wbch the alertest 
•’critic would need to give to (say) a piece of music of 
' like calibre But leave that aside No condomng of 
an ultimate obscunty is mvolved And comedy, it can 
be admitted, demands an immediate clanty Nor is the 
dramatist ever to be dispensed from making his story 
currently clear and at least provisionally significant. 
But he has so much more than that to do He must 
produce a constant illusion of life. To do this he must, 
among other things, wm us to something of a fellow- 
feeling with his characters, and even, at the play’s 
cntical moments, to identifymg their emotions with 


pur own 

Now the significance of then emotions may well 
hot be clear to the characters themselves for the 
moment. There are devices enough by which, if the 
dramatist wishes, this significance can be kept currently 
clear to the audience There is the Greek chorus, the 
earlier Elizabethans turned Prologue and Presenters to 
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account, tlie raisonneur of nineteenth-century comeay 
has a respectable ancestry Shakespeare uses the rcirm- 
mur in varying guises And in tlus very play we de'ecl 
him in the Fool, and in Edgar turned Poor Tom But 
note that both Aey and their ‘reasomng* are blent nc^ 
only into the acuon but into the moral scheme, and 
are never allowed to lower its emotional temperature 
— ^indeed they stimulate it. For here may be Ae diffi- 
culty in preserving that ‘dramatic clearness’ which 
Bradley demands, it may cost — and repeatedly be 
costing — dramatist and actors their emotional hold 
upon dieir audience Not so much when the interest 
IS centred upon sucli a character as Hamle^ himself 
ever oscillating between thought and emotion, or upon 
the struggle between intellect and passion of lago and 
Odiello, or upon the inward tragedy of Macbeth In 
diese cases the contrasting j^ads can at least be^ 
closely and firmly woven **^ut Lear’s progress — 
'dramatic and spintual — ^is through a dissipation of 
egoism, submission to the cruelty of an mdifferent 
Nature, less cruel to him than are his own kind, to loss 
of himself in madness Consider the effect of this, of 
the batding of storm without and storm within, of 
the final breakingTif that Titan spint, if Shakespeare 
merely let us look on, cntically observant For, so 
considered, Lear is an intolerable tyrant Regan and 
Gonenl have a good case against bm We should not 
side with them, but our onlooker’s sympathy might 
hardly be warmer dian, say, the kindly Albany s v 
We do see him in his suffenng through Kent’s faithfiil^ 
eyes, but not all his honesty makes Kent spintually 
discerning Shakespeare besides needs to give us 

> Whom— not to admit any Laodicean new of the 

Shakespeare carefully keeps out of the angry scenes which lean 
to Lear’s self-banishmcnt to the wild and the storm. 
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more than sympatliy ■with Lear, something deeper 
than understandmg If die ■verity of lus ordeal is 
really to be brought home to us, we must, in as full 
a sense as may be, pass through it ■with him, must 
■hake the experience and it^^cr^erwhelming emotions 
nomentanly our own,,.^^ 

Shakespeare may have set himself an impossible 
ask, but if he IS to succeed it will only be by these 
neans In this mid-cnsis of the play he must never 
■elax his emouonal hold on us And all these things 
of which Bradley complains, the confusion of pathos, 
bumour, and sublime imagination, the ■vasmess of the 
xinvulsion, the vagueness of the scene and the move- 
pimts of the characters, the strange atmosphere and 
the half-realized suggesdons — ^all this be needs as 
matenal for Lear’s experience, and ours Personally, 
I do not find qmte so much -vagueness and confusion 
To whatever metaphysical heights Lear himself may 
nse, some character (Kent and Gloucester through the 
storm and in the hovel, Edgar for the meedng with 
the bhnded Gloucester), some arcumstance, or a few 
sahent and exphat phrases ■will always be found point- 
ing the acdon on its ■way And if we become so at one 
with Lear m his agony that for the dme its full sigmfi- 
cance escapes us, may not memory sdll make this 
clear ^ For that is very often true of our o^wn emodonal 
expenences A confusion of suffering or joy at the 
dme, only later do we realize, as we say, ‘what it all 
j^meant to us’ It is, I suggest, this natural bent which 
I^Shakespeare turns to his account in these larger pas- 
sages of King Lear In the acting they move us pro- 
foundly The impression they make remams And 
when die play is over they, ■with the rest of it, should 
cohere in the memory, and clarify, and the meaning of 
the whole should be plam Shakespeare, I protest, has 
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not failed , he has — to the degree of his endeavour — 
tnutnphantly succeeded But to appreaate the success 
and give effect to it in the play’s performance we must 
master and conform to the stagecraft on which it 
depends i 

this hardest of tasks — the showing of Lear’s 
agony, his spiritual death and resurrection — ^we find 
Shakespeare relying very naturally upon his strongest 
weapon, which by expenment and practice he has 
now, mdeed, forged to an extraordinary strength, 
and to a suppleness besides the weapon of dramatic 
poetry He has, truly, few others of any account In 
die storm scenes the shaking of a thunder-sheet will 
not gready stir us A modem playwright might 
seek help m mtisic — ^but Shakespeare’s music is not 
of that sort, in impressive scenery — he has nonCi 
He lias, in compensation, the fluidity of movement 
wiiich tile negative background of his stage allows 
him For the rest, he has his actors, their acting and 
die power of dieir speedi It is not a mere rheton- 
cal power, nor are die characters lifted from the 
commonplace simply by bemg given verse to speak 
instead of conversational prose All method of ex- 
pression apart, they are poetically conceived ^ diey exist 
in those dimensions, in that freedom, and are endowed 
with that peculiar power They are dramatic poetry 
inc^at^ 

Njlrius It IS that Shakespeare can make such calls upon 
them as here he must In the storm scenes they not 
only carry forward the story, reveahng and developing 
diemselves as they do so, diey must — default of 
other means — create the storm besides Not by de- 
tachedly descnbing it, if they ‘lose themselves’ m its 
desenption, they will for that while lose something of 
dieir own hold on us The storm is not in itself, more- 
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over, dramatically important^ only in its effect upon 
Lear How, then, to give it enough magnificence to 
mpress him, yet keep it firom nv^mg bm^ Why, 
by idendfymg the storm with bm, setting the actor 
to impersonate hotfi Lear and — reflected in Lear — 
the storm That, approximately, is the efiect when — 
the Fool cowenng, drenched and piuful, at bs side 
— ^he launches mto the tremendous — ^ 

Blow, winds, and crack your cheeksi rage! blow! 

You cataracts and humcanoes, spout 
Till you have drench’d our steeples, drown’d the 
cocks 

You sulphurous and thought-executmg fires, 
Vaunt-couners of oak-cleaving thunder-bolts 
Smge my wbte head! And thou, all-shaking thunder, 
^ Strike flat the tbck rotundity of the world 1 
Crack nature’s moulds, all germens spill at once 
. That make ungrateful man 

lbs IS no mere descnpuon of a storm, but in music 
and imaginative suggestion a dramatic creatmg of die 
storm Itself, and there is Lear — ^and here are we, if we 
3 neld ourselves — m the midst of it, almost a part of it 
Yet Lear himself, in bs Promebean defiance, still 
doimnates the scene 

But clearly the efiect cannot be made by Lamb’s ‘old 
man tottenng about the stage with a wdkmg-suck’, 
and by any such corapenove macbnery for thunder 
and lightnmg as Bradley qmte needlessly assumes to 
/he an mevit^le part of the play’s staging it will be 
^largely spoilt What actor m bs senses, however, 
would attempt to act the scene ‘realistically’ ’ (I much 
doubt if any one of Lamb’s detested barnstormers 
wer did And as to the thunder and hghtmng, 
Shakespeare uses the modicum to bs hand, but it is 
of no dramatic consequence, and bs stagecraft takw; 
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no account of it.* Yet if the human Lear seems lost 
for a moment in the symbolic figu re, here is the ^ol 
to remind us of him- 

l/* O nunclc, court holy ■w'atcr in a dry house is bette 
than this rain-u'ater out o’ door Good nuncle in, 
thy daughters* blessing, here’s a niglit pines neither wise 
men nor fools, 

— and to keep the scene in touch widi reality Yet 
note tliat the fantasy of tlie Fool mitigates the contrast, 
and the spell is held unbroken It is not dll later— 
when Lear’s defiant rage, having painted us the raging 
of die storm, has subsided — that Kent’s sound, most 
‘realistic’ common sense, persuadmg him to die shelter 
of die hovel, is admitted 

But Shakespeare has other means of keeping the 
human and the apocalypnc Lear at one. Though the 
storm IS being painted for us still — ‘ 

Rumble thy bellyful 1 spit^ firel spou^ rami 
Nor ram, wind, founder, fire are my daughters- 
I ta\ not you, you elements, with iinkindness, 

I never gave you kingdom, call’d you children, 

You owe me no subsenpdon then let fall 
Your horrible pleasure, here I stand, your slave, 

A poor, infirm, weak and despis’d old man 

— bodi in the sense of die words and the easier cadence 
of die verse the human Lear is emergmg, and emerges 
fully upon the sudden simpliaty of 

* Bradley argues in a footnote that iecause Shakespeare’s 
‘means of imitanng a storm were so greatly infenor even to 
ours’ he could not have ‘had the stage-performance only or 
chiefly in view in composing these scenes' But this is, surely, 
to view Shakespeare’s theatre and craft with modem eyes. The 
contemporary enne would have found it easier to agree that 
|ust because your imitation storm v as such a poor affair you 
must someliow make your stage effect uttbou'- rdywg on iL 



”9 


KING LEAR 

. here I stand, your slave, 

A poor, mfirm, weak and despis’d old man ^ «■ 

But the actor is not, therefore, suddenly to drop from 
trenchant speech to commonplace, present us a patho- 
logical likeness of poverty, mfirmity, and the rest, 
divest himself of all poetic power, become, in fact, the 
old man with a wallang-sQck For if he docs he '^'ill 
incontinently and quite fatally cease to be tlic Lear 
that Shakespeare has, as we said, conceived and em- 
bodied in poetry ii poetry, not, one must again 
insist, necessarily or simply in verse. And it is no 
more, now or later, a mere quesuon of a metliod of 
speaking than of form in the wnting Verse, prose, and 
doggerel rhyme, in those strenuous scenes, each has 
its use, each asks an appropriate beauty of treat- 
ment, and the three m harmony are, by dramanc uUe, 

X Th® setor has then, not simply or chiefly to speak 
poetically, but, for the while, somehow to incarnate 
this poetry m himself He can do so — paradoxically — 
by virtue of an excepuonal sclf-sacnfice- Physically, 
Shakespeare’s Lear must surrender to him, he makes 
himself m return an intellectual and emotional instru- 
ment for Its expression. That is the way of all honest 
acting If the actor’s personality is the richer, a 
character will be absorbed in it In a play of familiar 
human commerce actor and character may collaborate, 
so to say, upon equal terms But give the character the 
transcendent quality of poetry, the actor can no longer 
bring It widun the realisuc limits of his personality 
He may — obtusely — try to decompose it mto a realism 
of impersonaoon, decorated by poetic speech It is 
such a treatment of Lear which produces Lamb’s old 
with a walking-sUck, and, for Bradley, dissipates 
the poeuc atmosphere But what Shakespeare asks of 
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his actor is to surrender as much of himself as he can- 
much must remain, all tliat is physical — to this meta- 
physical power 

The thing is easier to do than to analyse. Children 
set to act Shakespeare, will fling themselves innocentlj 
at the greatest of the plays, and, just because they do 
not comprehend and so cannot subdue the character 
to their own likeness, tliey let us see them — though 
diminished and feeble — as through a clear glass For 
the accomplished actor it is not quite so easyvHe must 
comprehend the character, identify himself with it, and 
dien — forget himself in it Yet in tins play and these 
very scenes he will find the example of Lear’s own 
relauon to the storm, in the reflection of its grandeur 
upon lum, and the force lent by Ins fellowship with it 
to the storm devouring his mind One must not push 
tlie companson too far, nor is the p^chology of acting 
a subject to be compassed in a sentence or two But 
very much as the storm’s strength is added to Lear’s 
when he abandons himself to its apprehension, may tlie 
Lear of Shakespeare’s poetry and dramanc art be em- 
bodied in tlie actor if he will but do the same And 
there should be the Lear of Lamb’s demand, great ‘not 
m corporal dimension but in intellectual’ Upon a 
‘realistic’ stage the thing cannot be done. With Shake- 
speare made to delegate half his pnvileges to scene- 
painter and property-man a like dissocianon will be 
forced upon the actor And it is not only that the 
apparendy real headi and hovel and the all but real 
thunder and lightning will reduce the characters which 
move among them to mere matter of fact also, but that 
by the dissoaauon itself, the appeal to our imagination 
— upon which all depends — is compromised For the 
strength of diis lies in its unity and concentration It 
IS the unity of the appeal diat allows Shakespeare to 
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bnng so much within its scope Yet, with time, place 
and circumstance, night, storm and desolation, and 
man’s capaaty to mat^ them in despair all caught mto 
a few lines of poetry, it should not be so hard to absorb 
besides — ^he wilhng — the ^o of the actor who speaks 
them Then he will stand before us not physically 
ndiculous by comparison with them, but mvested with 
their radiant quality 

Shakespeare contnves withm this harmony the lull 
range of the effects he needs There are not two 
Lears — the Titan integratmg the storm and the old 
man breaking under iL In the accommodating realm 
of dramatic poetry they can remain one Those con- 
trasted aspects of diem are shown in the swift descent 
we noted from magniloquence to simphcity, from 
nvalry with the elements to the confession of 

here I stand, your slave, 

A poor, infirm, weak and despis’d old man 

Or there, wc may say, are the two Lears in one the 
old man pathetic by contrast with the elements, yet 
terribly great in our snll immediate sense of his identity 
widi them 

At best, of course, the actor can be but a token of 
the ideal Lear, and, thankmg him, we may still feel 
that m the rarefied spaces of our imagination we come 
unaided nearer to Shakespeare’s imaginmgs — though 
what have we after all but a token of words upon paper 
, to measure these by ? But does the actor only remove 
^ us a stage farther from our source ? I think not. He 
gives the words objectivity and life Shakespeare has 
provided for his intervennon He can at least be a true 
token 
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The Method of the Dialogue 


>/riie dialogue of King Lear is remarkable for its 
■ Combination of freedom and power. Of the plays that 
neighbour it, die sustained melodies of OtheUo may 
give greater dignity. In Macbeth there are passages 
tliat seem to wield a sort of secret sway Antony and 
Cleopatra has case and breadth for its normal virtues 
as CoTiolanm has strengtli, and, tliereafter, Shakespeare 
passes to his last period of vaned and delightful ease. 
But the exact combination of guahttes that distm- 
guishes the wnung of King Lear we do not find agam, 
nor indeed should we look to, for it is the product 
of the matter and the nature of die play. Shake- 
speare was m nodiing a truer arust than m this, that, 
having mastered his means of expression, journeyed" 
from die rhymed couplets and fantastic prose oiLovdsi 
Labour's Lost to the perfected verse and balanced 
prose of Henry V and the mature comedies, he yet 
fettered himself in no fixed styles He may write care- 
lessly, here and diere amid the poetic splendours we 
find what seem to be clap-trap couplets and hnes flatter 
^lan a pancake. But, his imagmauon once fired, the idea 


seldom fails of die living ves^re it needs This, it may be 
said. It is any writer’s busmess to discover But Sh^e- 
speare’s art lies in die resource, which can give individual 
expression to a thought or emouon widiin the bounds, 
for instance, of a stretch of formal verse if his first need 
IS for die solid strength of dus, or, more often, in the' 
moulding of verse and prose into such variety of ex- 
pressive form diat it is a wonder any unity of effect is 
kept at all — ^yet it is It lies m the danng by which, for 
a scene or two, he may dispense widi all unity of form 
whatever, if his dramatic purpose will so profit Wit- 
ness such a seemingly haphazard mixture of verse. 
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prose, and snatches of song as we find in the scenes 
between Lear, Kent, Gloucester, the Fool, and Poor 
Tom Yet the dramatic vitality of these scenes lies 
Ijrgely m this variety and balance of orchestration, 
their emotional strain might be intolerable witliout it 
But the root of the matter, of course, is in the imagina- 
tive vitality with which he dowers the characters tliem- 
selves It IS always instrucnve to watch Shakespeare 
getting his play with its crew under way, to see him 
stating his subject, setting his diameters m opposiDon 
Some lead off^ fully themselves from the start, some 
seem to hang on his hands, saying what they have to 
say m soimd conventional phr^e, some he may leave 
all but mute, uncertain jet, it would seem, of his own 
use for them Not till the whole organism has gathered 
Strength and abounds in a life of its own is die true 
/mastery to be seen Even so, m Kmg Lear there is 
more to be accounted for In no other of die plays, I 
dunk, unless it be Macbeth, are we so consaous of the 
force of an emotion ovemding, often, a character’s 
self-expression, and of a vision of things to which the 
action Itself is but a foreground And how this and the 
rest of the play’s individuality is made manifest by 
the form as well as the substance of the dialogue, by 
the shaping and colour of its verse and prose, it is, of 
ro^e, of pnmary importance for producer and actors 
♦^bserve There is no one correct way of speaking 
m^espeare’s verse and prose, for he had no one way 
jf wntmg It. One way grew out of another with him 
Jtde of the method oi Romeo and Juliet will be left in 
Lear, much of the method of Hamlet suU may be 
3ut the fresh matter of a play will provoke a fresh 
nanner, and its interpretation must be as freshly 
ipproached ^ 

For more reasons and in more direchons than one, 
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y^hakespeare seeks strength in simplicity in the writing 
of JKmg Lear. Tlie noble conventional speech of its 
beginning will not serve him long, for this is the 
language of such an authontyasLear discards Therei^ 
needed an expression of those fiercer, cruder strengths 
which come into play when a reign of order ends and 
a moral code is broken Edmund begins glibly, but is 
indulged neither with subtle thought nor fine phrases 
Gonenl becomes like a woman with a fever in her 
Til not endure It . I will not speak with him . the 
fault of It ril answer I’d have it come to question 

I would breed from hence occasions, and I shall ’ 
Mark how broken is the eloquence of Lear’s appeal to 
Regan, mark the distraction of his 


No, you unnatural hags, 

I will have such revenges on you Both 
That all the world shall — I will do such things. 
What they are yet I know not^ but they shall be 
The terrors of die earth You think I'll weep. 
No, I’ll not weep 

I have full cause of weeping, but this heart 
Shall break into a hundred thousand flaws 
Or ere I’ll weep 


Here, one would say, is verse reduced to its veiy 
elements 

Shakespeare has, besides, to carry us mto strange 
regions of thought and passion, so he must, at the same 
time, hold us by familiar things Lear, betrayed and 
helpless, at an end of his command of self or circum- 
stance, IS dramatically set above the tyranny and logic 
of both by bemg made one with the storm, and by his 
harmonizing with the homely fantasies of the Fool and 
the mad talk of Poor Tom, dll his own ‘noble anger’ 
breaks the bounds of reason too Without some an- 
chorage in simpliaty, this action and these characters 
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would range so wide that human interpretation could 
hardly compass them Kentdoes sometlimg to keep die 
play’s feet firm on the ground, Gloucester a litde, the 
Fool was to Shakespeare’s audience a familiar and sym- 
patheuc figure But Lear himself might escape our 
:loser sympathy were it not for lus recurrent coimng 
down from the heights to such moments as 

No, I will be the pattern of all patience, 

I will say nothing. 


as 


My wits begin to turn 

Come on, my boy How dost, my boy * Art cold ? 
I am cold myself Where is dus straw, my fellotv ? 


No, I will weep no more In such a night 
To shut me outi Pour on, I will endure. 

In such a mght as thisl 

or as 

Make no noise, make no noise, draw die curtains, so, 
so, so 

We’U go to supper i’ the morning, so, so, so 

This final stroke, moreover, brings us to the simplest 
physical acmalmes, Lear’s defiance of the elements has 
ftekered down to a mock pulhng of die curtains round 
his bed Later, when he wanders widess and alone, his 
^peech IS broken into oracular fragments of rhapsody, 
\but the play of thought is upon actuality and his hands 
Me at play all the time with actual things, widi the 
flower (is It >) he takes for a com, with whatever serves 
tor a bit of cheese, for his gaundet, his hat, for the 
challenge thrust under Gloucester’s bhnd eyes Let us 
note, too, how one of the finest passages of poetry m 



^26 H GRANVILLE-BARKER 

the play, Edgar’s imaginary tale of Dover cliff, con- 
sists of the clearest-cut actualities of description And 
when Lear wakes to his nght senses again, simphaty 
is added to simphaty in his feelmg the pm’s pnck, in 
his remembering not his garments The tragic beau^ 
of his end is made more beautiful by his call for a 
looking-glass, his catching at the feather to put on 
Cordelia’s lips, the undoing of the button These 
things are the necessary balance to the magniloquence 
of the play’s begmmng and to the tragic splendour of 
the storm 

Amid the sustained magnificence of the first scene 
we find the first use of an even more simple device 
recurrent throughout the play 

•what can you say to draw 
A tliird more opulent than your sisters? Speak. 
Nothing, my lord 
Nodiing^ 

Nothing 

Nothmg will come of nothing, speak again. 

Again and agam with vaiymg purpose and effect 
Shakespeare uses this device of reiteration Note 
Edmund’s 

Why brand they us 

Widi base ^ with baseness^ bastardy^ bas^ base? 

Well, then, 

Legiumate Edgar, I must have your land 
Our father’s love is to the bast^, Edmund, 

As to the legitimate Fine word, — ^legitimate 1 
Well, my legitimate, if this letter speed, 

And my invention dinve, Edmund the base 
Shall top the legiumate 

The repetinon itself does much to dnve m on us the 
msistent malice of the man 
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Lear summons Oswald with 

O' you sir, you sir — come you hither, sir 
Who am I, sir^ 

did the tragic counterpart of this is 

Hear, Nature, hear! dear goddess, hear 

Gloucester’s grieved refram falls casually enough 

O, madam, my old heart is crack’d, is crack’d 
. O lady, lady, shame would have it lud 
I know not, madam, ’us too bad, too bad 

And for a rounded elaboration of the effect, we have 
Lear’s 

O, reason not tlie need, our basest beggars 
Are in the poorest thmg superfluous 
Allow not nature more than nature needs, 

Man’s hfe is cheap as beast’s Thou art a lady, 

If only to go warm were gorgeous. 

Why, nature needs not what thou gorgeous wcar'st 
Which scarcely keeps thee warm. But, for true need — 
You heavens, give me that pauence, pauence I need I 

Half a dozen other such mstances, more or less 
elaborate, of major and mmor importance, can be 
found, till we come to the effect at its crudest m 

Howl, howl, howl, howl! O, you are men of stones 

and to the dating and magic of 

Thou’It come no more. 

Never, never, never, never, never 

It IS a simple device indeed, but all mature arusts 
tend to seek strength m simphaty of expression It is, 
at Its simplest, a very old device, and older than drama. 
Iteration casts, of itself, a spell upon the listener, and 
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the very sound of that edioing ‘Never’ can make ns 
sharers in Lear’s helplessness and despair. Bradl^ 
says of this last speech that it leaves us ‘on the topmost 
peaks of poetry’, and so, surely, it does Rend it froijv 
Its context, tlie claim sounds absurd; but dramatic 
poetry is never to be judged apart from the action it 
implies 

Kmg Lear — are we sdll to think? — cannot be acted 
The whole scheme and method of its writing is a con- 
trivance for Its effective acting This contrast and re- 
conciliation of grandeur and simplicity, this setting of 
vision in terms of actuality, this inarnculate passion 
which breaks now and again into memorable phrases — 
does not even the seeming failure of expression give us 
a sense of die helplessness of humanity pitted against 
lugher powers^ All die magnificent art of this is^ 
directed to one end, the play’s acting in a theatre. ^ 

The Characters and their Interplay 
LEAR 

Lear himself is so dominant a figure that the ex- 
haustion of his impetus to action with the play’s end 
barely in sight leaves Shakespeare a heavy task in the 
rallying of its forces for what is still to do The argu- 
ment has been raised by 'then, moreover, to such 
imaginative heights that any descent from them — even 
Lear’s own — ^must be precarious They are heights^ 
that Shakespeare himself, perhaps, did not clearly en- 
visage till the soanng had begun Not that there is ' 
anydung tentative in the presentation of Lear Never 
was character in play, one exclaims, so fully and im- 
mediately, so imminendy and overwhelmingly set 
forth • But m this lies the actor’s first difficulty ^ 

With the dividmg of the kingdom and Cordeha s 
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rejection the trend of tlie action is clearly fore- 
shadowed*^ 

So be my grave my peace, as here I gi\e 
Her father’s heart from her 

By all the rules of drama we know within a litde w hat 
die retnbuuon for diat must amount to, and Shake- 
speare will not disappoint us But equally it would 
seem that for this massive fortress of pnde whicli 
calls Itself Lear, for any old man indeed of eighty and 
upwards, there could be no dramatic course but de- 
clension Who would ever think of developing, of 
expandmg, a character from such overwhelming begin- 
nings^ Yet this IS what Shakespeare does, and finds 
a transcendent way to do So the actor’s difficulty is 
that he must start upon a top note, at what must be 
pretty well the full physical stretch of his powers, yet 
'have m reserve the means to a greater climax of an- 
odier sort altogether It is here, however, that the 
almost ntual formality of the first scene will help lum 
The occasion itself, the general subservience to Lear’s 
tyranny (Kent’s protest and Cordelia’s resolution only 
emphasize this), Lear’s own assertion of kingship as 
something not far from godliead, all combine to set 
him so chove and apart from the rest that the very 
isolauon will seem strength if the actor takes care to 
sustain It. There need be, there must be, no descent 
to petulance Lear marking the map widi his finger 
_Wght be marking the land itself, so Olympian should 
appear The oath by the sacred radiance of the sun 
is one that only he may swear That Kent should call 
him an 'old man’ is m itself a blasphemous outrage 

Come not between the dragon and his wrath 

The bow is bent and drawn, make from the shaft . . . 

Nothmg I have sworn, I am firm 

4l6 
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Lines like these mark the level of Lear, though tlieir 
fatality may be a tnfle mitigated by the human surli- 
ness of 

Better thou 

Had’st not been bom than not to have pleased me bettei,^ 

by Uie grim humour which lies in 

Nothing will come of nothing speak again, 

in the ironic last fling at Kent of 

Away! By Jupiter, 

This shall not be revoked, 

and in the bitter gibe to Burgundy 

When she was dear to us we did hold her so, 

But now her pnee is fall’n, 

even, one would like to suspect m tlie reason giver 
for his fast intent to shake all cares of State from him, 
that he may 

Unburden'd crawl toward death 

— for our next sight of lus Majesty will show him back 
from hunting with a most impatient appente for 
dinner! Note, too, tlie hint of another Lear, given us 
in the music of tliree short words — the first touch in 
the play of that peculiar verbal magic Shakespeare 
could command — ^when, sated with Gonenl’s and 
Regan’s flattery, he turns to his Cordeha with 

Now, our joy 

But Lear must leave this first scene as he entered it/ 
more a magnificent portent than a man 

has dofied his kingship, free from its trappings, 
how the native genius of the man begins to show! It 
flashes on us as might tlie last outbursts of some near- 
exunct volcano He is old and uncertain, but a 
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nuglity man, never a mere tyrant divested of power 
He has gemus, warped and random genius though it 
may be, and to madness, as will appear, very near 
allied And Shakespeare’s art hes in showing us this 
^ nothing he does — ^for what he does now is foolish — 
but in every tnvial thmg that he is All the action of 
the scene of the return from hunting, all his surround- 
ings are staged to this end The swift exchanges with 
the disguised Kent and their culmination 

Dost thou know me, fellow^ 

No, sir, but you have that in your countenance which 
I would fain call master 
What’s that^ 

Authonty 

— ^bs encoimter with the pemickity jack-m-ofEce 
-Oswald, and with the frail, whimsical Fool who mock- 
^ingly echoes his own passionate whimsies, all this sets 
off and helps set m mouon a new and hveher, a hearuer 
Lear Not that Shakespeare bates us one jot of the old 
man’s stiff-necked perversities He no more asks our 
s)rmpathy on easy terms for him than will Lear yield 
an mch to Gonenl’s reasonable requests A hundred 
useless knights aboilt the house — even though, from 
their master’s point of view, they were men of choice 
and rarest parts — must have been a burden Lear’s 
Staking Oswald really was an outrage, after due com- 
plaint Gonenl would doubtless have reproved his ira- 
perunence — for all that she had prompted it I Even 
— ^th the petted Fool, and in the very midst of the 
pettmg, out there snaps 

Take heed, sirrah, the whip I 

We need look for no tractable virtues m him 

The play’s adopted story has its appointed way to 
go, but here begms the way of Lear’s soul’s agony and 
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salvation as Shakespeare is to blaze it The change in 
him shows first m the dialogue with the attendant 
knight and tlie delicate strokes which mfonn it The 
knight, dispatched to bid that mongrel Oswald come 
back, returns only to report the fellow’s round answdS^j 
that he would not. 'He would notl’ flashes Lear at the 
unbehevable phrase But when, picking his words — 
as, if you were not a Kent (and there had been room at 
best for but one Kent at Court), no doubt you learned 
to do widi Lear — the knight hmts hesitatingly at 
trouble, the quiet response comes. 

Thou but remember’st me of mine own conception I 
have perceived a most faint neglect of late, which I have 
ratlier blamed as mine own jealous cunosity, dian as a 
very pretence and purpose of unkmdness I will look 
furdier into’t. But where’s my fool ^ I have not seels, 
him this two dnys ji 

Since my young lady’s gomg into France sir, the foof 
hath much pined away 

No more of tliat, I have noted it well Go you, and tell 
my daugliter I would speak widi her. Go you, call hither 
my fool O ! you sir, you sir, come you luther, sirl 

— this last to the mongrel Oswald who has appeared 
again But Lear — can this be the Lear of the play’s 
first scene ^ — to be turning his knight’s ‘great ^Ele- 
ment of kindness’ to *a most famt neglect’, and 
blaming, even so, his own jealous curiosity for nodng 
itl But the Fool’s grief for Cordelia he has noted well 
Lest It echo too loudly m his proud unhappy heark 
with a quick turn he brings the old Lear to his rescue^ 
rasps an order here, an order there, and — stakes it out 
of Oswald 

From now on the pictunng of him is lifelike, m 
that It has all the varied, unexpected, indirect and 
latent eloquence of hfe Shakespeare is at his detest. 
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his medium at its fieest and most supple Let the 
interpreter be alert too This Lear is as quick on the 
uptake as It IS his Fool’s business to be An unnatural 
quickness in an old man, is it, and some sign of a top- 
jiling brain ^ IBis silences are as pregnant He listens 
and finds clieer m the Fool’s chatter and song, throws 
him an answer or so to keep it ahve, snarls now and 
then like an old lion if a sting goes too deep Yet his 
thoughts, we can tell, are away We must visualize 
this scene fully and accurately, the Fool carolling, his 
poor heart being heavy with Cordelia's loss he carols 
the more, the old kmg broodmg, and Kent ever 
watchful, with a dog’s eyes Mark the effect of 
Gonenl’s appearance before her father, in purposed, 
sullen muteness, die Fool’s speech points it for us, 
should we be unobservant, then her break into die 
^prepared formality of verse, as this verse will seem, 
capping the loose prose of the scene and the Fool’s 
rhyming Mark, too, the cold kinglmess of Lear’s four 
words, dl his response to her careful address 

Are you our daughter? 

He resorts to irony, the fine mind’s weapon, which 
blunts Itself upon the stupid — ^for Gonenl is stupid, 
and she has stupidity’s stubborn strength But when 
the storm of Lear’s wrath does break, I think she in- 
wardly shakes a little 

You stnke my people, and your disordered rabble 
^ Make servants of their betters 

sounds like scared bravado She can wait, diough, for 
the storm to pass, and, for the moment, it does pass m 
senile self-reproaches A few more such futile out- 
bursts, she IS confident, and the extravagant old tyrant 
will be spent and tame enough But, suddenly, the 
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servants are dismissed and she is alone with husband 
and father And her father, rigid, transformed, and 
witli slow, calm, dreadful strength, is calling down the 
gods’ worst curse upon her 

Hear, Nature, hearl dear goddess, hearl 
Suspend thy purpose if thou didst intend 
To make tins creature fruitful 

Tlie actor who will rail and rant diis famous passage 
may know his own barnstorming business, but he is 
no interpreter of Shakespeare The merely superficial 
effect of Its deadlier quiet, lodged between two wlurl- 
winds of Lear’s fury, should be obvious But its 
dramatic purpose far outpasses that Not indifferently 
did Shakespeare make tins a pagan play, and depnve 
Its argument of comfortable faith in virtue rewarded, 
here or hereafter And it is upon tins deliberate mvo-. 
cauon of itt that we pass into spintuaf darkness The^ 
terror of it moves Albany ratlier than Gonenl, whom, 
indeed, nothing is ever to move But as he rouses him- 
self to plead against it Lear is gone ' 

Now havoc begins in him We have his raging, 
distracted return, tears of helpless despair punctuaong 
liystencal threats, later the stamping, muttenng jni- 
patience of his wait for his horses We know tliat he 
sets out on a long hard ride, dinnerless after Ins hunt- 
ing Later we learn that tlie journey was wasted, he 


* The ‘Away, away’, is dius spoken to the propitiatory 
Albany, and has no reference to the servants, wlio have already \ 
been sent off, nor, I think, to Lear’s own departure. The point/ 
IS disputable, no doubt, and I would not go to tlie stake for my 
reading of it. The Quartos have ‘Go, go, my people’ repeated, 
as if his first order had not been obeyed I must leave it to 
better judges of their ongin and value to say whether this |s 
mere muddlement of text But, even if it is not, the Foho’s 
cliange of phrase might cover a change of meaning too 
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had to post on tO'Gloucester’s Did he ride through 
the night without rest or pause ^ Shakespeare is hunt- 
ing both Lear and the play’s action hard and using 
every device to do it. 

Yet the next day when he reaches Gloucester’s 
house — this old man past eighty, and physically we 
should suppose near exliausuon — ^he is master of him- 
self, IS his most regal self agam * We are given die 
scene with Kent awaked in the stocks to show iL 

Ha! 

Makcst thou this shame thy pasume ^ 

All the old dignity in this, there follows the brusque 
familiar give and take which true authority never fears 
to practise with its dependents, then again the majestic 

^ Resolve me, with all modest haste, which way 
Thou might’st deserve, or they impose, dus usage 
Conung from us 

and die iron self-control m which the shameful tale is 
heard When the tale is ended he sull stands silent, 
while the Fool pipes for us an ardess mockery (the art 
of this!) of his bitter and ominous thoughts Regan 
too, Regan too! The gnef of disdlusion has now be- 
come physical pain to him, 

O, how this mother swells up toward my heart, 
Hystenca passio I down, thou chmbing sorrow 

But he masters it 

1 Where is this daughter^ 

' Follow me not, stay here 

^d, solitary in his pnde, he goes to face and prove 
the worst. 


* But the outward signs of exhaustion must 
upon him. 


begin to be 



136 H GRANVILLE-BARKER 

If the play, witli tlie invocation of the curse upon 
Gonenl, entered an arena of anarchy and darkness, 
Lear himself is to pass now from personal gnevance 
to tlie taking upon liim, as great natures may, of the 
imagined burden of the whole world’s sorrow — and 
his nature breaks under it, what wonder! And Shake- 
speare brings about this transiuon from maledicuon to 
martj'rdom widi great art, by contrivance direct and 
indirect, by strokes broad and subtle, nor ever — ^his 
art in this at its greatest — does he turn lus Lear from a 
man into an ethical proposiuon The thing is achieved 
— as the whole plaj' is achieved — in terms ofhumamty, 
and according to ihe rubric of drama 

Lear comes back with Gloucester, the well-meaning 
Gloucester, whose timid tact is the one thing least 
likely to placate him He is struggling with himself, 
with the old tyrannic temper, with his new-found 
knowledge of himself, with his body’s growing weak- 
ness He IS like a great oak-tree, tom at the roots, 
blown this way and that. When the half-veiled in- 
solence of Regan’s and Cornwall’s greenng must, one 
would think, affront him, a patlieuc craving for affec- 
tion peeps tlirough When he once more finds refuge 
in irony, it is to turn the edge of it against lumself But 
witli four quick shocks — his sudden recall of the out- 
rage upon lus servant, the sound of a trumpet, the sight 
of Oswald, tlie sight of Gonenl — ^he is brought to a 
stand and to face the realiues arrayed agamst him ^ 
The confronong must be made very plain to us On 
die one side stand Gonenl and R^an and Cornwall in ^ 
all authority The perplexed Gloucester hovers a 
little apart On the other side is Lear, die Fool at his 
feet, and his one servant, disarmed, free but a minute, 
behind him Thmgs are at their issue His worst 
errors, after all, have partaken of nobility, he has 
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scorned policy He has given himself, helpless, into 
these carnal hands He will abide, then, as nobly tlie 
fate he has courted Note the single touch of utter 
scorn for the cur Cornwall, who, the moment lookmg 
dikely, takes credit for those stod^ 

I set him there, sir, but his own disorders 
Deserved much less advancement. 

You! Did youl 

But all consequences he’ll abide, even welcome, he’ll 
abjure his curses, run from one ingrate daughter to the 
other, implore and bargain, till tlie depth is sounded 
and he stands at last surrendered, and level m his help- 
lessness and depnvanon with the least of his fellow- 
men 

Gonenl Hear me, my lord, 

What need you five-and-twcnty, ten, or five 
To follow in a house where twice so many 
Have a command to tend you? 

Regan What need one? 

Lear 01 reason not the need, our basest beggars 
Are in the poorest thing superfluous 
Allow not nature more than nature needs, 

Man’s life is cheap as beast’s 

But, for true need — 

You heavens, give me that pauence, pauence I need! 
You see me here, you gods, a poor old man 
As full of gnef as age, wretched in bothl 

‘0 1 reason not the need '1 This abandonmg of tlie 
struggle and embraang of misfortune is a turning- 
point of the play, a salient moment in the development 
of Lear’s character, and its sigmficance must be marked 
He IS now at the nadir of his fortunes, the tragic 
heights are at hand 

It may be thought that by emphasizing so many 
mmor pomts of stagecraft the great oudmes of play 
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and cliaracter will be obscured But while Shakespeare 
projects gready, asking from his mteqireters a sim- 
plicity of response, lending them greatness by virtue 
of diis convennon tliat passes Ae play’s matenal 
through the sole cruable of their speech and acnonT- 
he yet saves them alive, so to speak — ^not stultified in 
an attempt to overpass their own powers nor turned to 
mere moudipieces of mighty lines — ^by constant refer- 
ences to the commonplace (we noted more of them m 
discussing die methods of the dialogue) He invigorates 
his play’s action by keeping its realities upon a batde- 
ground where any and every sort of stroke may tell 
Thus there now follows the tense passage in whicli 
Gonenl, Regan, and Cornwall snuff the impending 
storm and find good reason for ill-doing What 
moralists! Regan with her 

01 sir, to wilful men, 

The injuries that they themsdves piocuie 
Must be tlieir schoolmasters 

Cornwall, widi his 

Shut up your doors, my lord, ’os a wild mght 
My Regan counsels well, come out of the storm 

This IS surely die very voice — though the tones may 
be harsh — of respectability and common sense? And 
what a prelude to the ‘high engender’d batdes’ now 
imminent* Before batde is joined, however, the note 
of Kent IS interposed to keep the play’s story gomg^ 
Its more pedestrian way and to steady us against the 
imaginaove turmoil pending This use of Kent is > 
masterly, and, in the storm scenes themselves, the con- 
trasonguse of the Fool, feeble, fantastic, pathetic, a foil 
to Lear, a foil to the storm — ^what more mcongruous 
sight conceivable than such a piece of court tinsel so 
drenched and buffeted ' — ^is more dian masterly. 
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But It IS upon Lear’s own progress diat all now 
centrcSj upon his passing from tliat royal defiance of 
the storm to the welcomed shelter of the hovel He 
^passes by the road of patience 

No, I will be the pattern of all patience, 

I will say nodung, 

of — ^be It noted — a tliankfulness that he is at last 

a man 

More smn’d against tlian sinning, 
to tile humility of 

My \Mts begin to turn 

Come on, my boy How dost, my boy > Art cold* 

I am cold myself Where is this straw, my fellow? 

The art of our necessiues is strange 

That can make vile things precious Come, your hovel, 

and, a htde later yet, mind and body still further 
strained towards breaking point, to the gendc dignity, 
when Kent would make way for him — to the more 
than kingly dignity of 

Pnthce, go in thyself seek thine own case 
Tins tempest will not give me leave to ponder 
On things would hurt me more But I’ll go in 
In, boy, go first,* 

Now comes die crowning toucli of all 
I’ll pray, and then I’ll sleep 

* There are pracucal reasons for postponing the entenng of 
the hovel by a scene. For Kent to lead Lear elsewhere fits botli 
/ With the agitated movement of die acuon and the freedom of 
I Elizabethan stage method It enables Shakespeare both to le- 
heve the high tension of the storm scenes and to provide for die 
contmuity of the Gloucester-Edmund story And he takes ad- 
vantage of all this to show us some further battenng at Lear’s 
sanity Note in particular the ominously broken thoughts and 
sentences of the end of the speedi to Kent just before the hovel 
IS reached, and dicsc, as ominously, are set between connected, 
reasoned passages. 
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In the night’s bleak exposure he kneels down, like a 
child at bedtime, to pray 

Poor naked wretches, wheresoe’er you are, 

That bide the pelting of tius pitiless storm, 

How shall your houseless heads and unfed sides, 
Your loop’d and window’d raggedness, defend you 
From seasons such as tliese ^0,1 have ta’en 
Too little care of tiusi Take physic, pomp. 

Expose thyself to feel what wretches feel. 

That diou mayst shake the superflux to them. 

And show the heavens more just. 

To this haven of the spint has he come, tlie Lear of 
unbridled power and pnde And how many drama- 
tists, could they have achieved so much, would have 
been content to leave him herel Those who like their 
drama rounded and tnm might approve of such a finish, 
winch would leave us a play more compassable m per- 
formance no doubt But the wind of a harsher doctrine 
is blow'ing tlirough Shakespeare Cnocism, as we 
have seen, is apt to fix upon the episode of the storm 
as the height of his attempt and the point of his 
dramatic defeat, but it is this storm of the mind here 
begmning upon which he expends skill and imagina- 
uon most recldessly till inspiration has had its will of 
him, and the drama of desperate vision ensuing it is 
hard indeed for actors to reduce to the positive 
medium of their art — ^widiout reducing it to ndicule.^ 
The three commg scenes of Lear’s madness show us 
Shakespeare’s art at its boldest. They pass beyond the 
needs of the plot, they belong to a larger synthesis 

» It IS worth noong that the Folio cuts out the lunauc mal of 
Regan and Gonenl Was it, by chance, this episode that Shal^ 
speare’s actors failed to make effective^ while the scenes of the 
storm were of no particular difficulty to them^ 
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Yet the means they employ are simple enough, of a 
kmd of absolute sunphaty, mdeed 

The boldest and sunplest is the provision of Poor 
Tom, that hvmg mstance of all rejection Here, under 
'6ur eyes, is Lear's new vision of himself 

What I have his daugliters brought him to tlus 
pass^ 

Could’st thou save nothing? Did’st thou give them 
all? 

Side by side stand the noble old man, and the naked, 
scarce human wretch 

Is man no more than this? Consider him well Thou 
owest the worm no silk, the beast no hide, the sheep no 
wool, the cat no perfi^e Hal here’s three on’s are 
l-sophisncated, thou art the thing itself, unaccommodated 
man is no more but such a poor, bare, forked ammal 
as thou art. Off, off, you lendmgsl Come, unbutton 
here 

Here is a volume of argument epitomized as only 
drama can epitomize it, flashed on us by word and 
action combined And mto this, one mi^it add, has 
Shakespeare metamorphosed the didacucs of those old 
Morahues which were the mfancy of his art. 

What! hath your grace no better company? 

gasps poor Gloucester, bewailing at once the Kmg’s 
wrongs and his own, as he offers shelter from the 
^ storm But Lear, calmness itself now, will only pace 
1 up and down, arm in arm with this refuse of humanity 

Noble philosopher, your company 

— ^nor will he seek shelter without him So they teach 
the outhouse, all of his own castle that Gloucester date 
offer What a group I Kent, sturdy and t^fiy of 



*4^ J1 granville-barker 

words, Gloucester, tremulous, the bedraggled antJ 
evhausted Fool, and Lear, magnificently courteous 
and deliberate, keeping close company with his gibber- 
ing fellow-man * 

They are in shelter Lear is silent, dll the Fool— 
himself never overfitted, we may suppose, in body or 
mind for the rough and tumble of the world — rallies, as 
if to celebrate tlieir safety, to a semblance of hiS old 
task Edgar, for his own safety’s sake, must play Poor 
Tom to the life now Kent has his eyes on his master, 
watching him — at what new fantasdc tnek^ The old 
king is setting two joint stools side by side, th^ are 
Regan and Gonenl, and die Fool and the beggar are 
to pass judgment upon them 

The lunatic mummery of die tnal comes near to 
somediing we might call pure drama — ^as one speaks 
of pure madiemaucs or pure music — smee it cannot be 
rendered into odier terms dian its own Its effect 
depends upon die combinadon of the sound and mean- 
ing of the words and the sight of it being brought to 
bear as a whole direcdy upon our sensibility The 
sound of the dialogue matters almost more than its 
meaning Poor Tom and the Fool cliant antiphonally, 
Kent’s deep and kindly tones tell against the lugher, 
agonized, weakening voice of Lear But the chief 
significance is in the show Where Lear, such a short 
while since, sat in his majesty, there sit die Fool and 
the outcast, with Kent whom he banished beside them, ^ 
and he, widess, musters lus failing strength to beg 
^ justice upon a joint stool Was better jusuce done, the 
picture ironically asks, when he presided m majesty 
and sanity and power ^ 

But what, as far as Lear is concerned, is to follow^ 

* And Kent is unknown to Lear and Edgar to his father, as 
n c shall sufHaently remember 
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You cannot conunue the development of a diaracter 
in terms of lunacy — m darkness, illuminated by what- 
ever bnlliant flashes of lighming Nor can a madman 
well dominate a play’s action From this moment Lear 
>no longer is a motive force, and the needs of the story 
— the ^solute needs of the character — ^would be ful- 
fllled if, from this exhausted sleep upon tlie poor bed 
in the outhouse, he only woke to find Cordelia at his 
side But Shakespeare contnves another scene of mad- 
ness for him, and one which lifts the play’s argument 
to a yet rarer height It is delayed, and the sense of 
redundancy is avoided pardy by keeping Lear from 
die stage ^together for a while, a short scene inter- 
posed sufliaendy reminding 41s of him * 

His reappearance is preluded — ^with what conson- 
^ance* — ^by the fantastically imaginauve episode of 
, Gloucester’s fall from the cliff There also is Edgar, 
the aura of Poor Tom about him snll Suddenly 
Lear breaks in upon them* The larger dramatic 

‘ In the Quarto anoUier pteccding scene is also concerned 
with him 

* says the stage direction, and no more, the usuaiyiin- 
tastieally dressed with mid flowers is Capel’s addition But some- 
thing of the sort is justiiied by Cordelia’s speech in the earlier 
scene. And the dramatic purpose of them is plain to emphasize 
the contrast between this and our last sight of him amid the 
barren wildness of the heath and the storm 
There are signs, it may be noted, that ^s Gloucester-Lear 
encounter is a second thought on Shakespeare’s part. Apart 
j from Its redundance to the action, the Gloucester-Edgar scene 
1 is complete without it, and onginally, one would guess, Glou- 
'cester’s 

I’ll bear henceforth 
Affliction till it do cry out itself 
‘Enough, enough!’ and die. (lines 7J-77) 

was followed directly by Edgar’s 
Well, pray you, father! 


(hne 224) 



144 H. GRANVILLE-BARKER 

value of the ensuing scene can hardly be overrated 
For in It, in this encounter between mad Lear and blind 
Gloucester, the sensual man robbed of his eyes, and 
the despot, the hght of his mind put out, Shakespeare’s 
sublimation of the two old stones is consummatetis, 
No moral is preached to us It is presented as it was 
when king and beggar fraternized m the storm and 
beggar and Fool were set on the bench of justice, and 
we are pnmanly to feel the significance Yet this does 
inot la(i mterpretation, less exphcit than when Lear, 
still sane, could read the lesson of the storm, clearer 
^than was tlie commentary on the mock tnal Edgar 
sets us an example of sympathetic hstenmg. His asides 
enforce it, and the last one 

O matter and impertinency mixed. 

Reason in madness! 

will repTosch vs if we have not understood The trai 
of fanaes fired by the first sight of Gloucester, wit 
Its tragically comic 

Ha, Gonenl with a white beard! 

(GonenI, disguised, pursuing him still') asks httl 
gloss 

They flattered me hke a dog To say ‘Ay* and Nc 
to everything I said I . When the ram came to wet m 
once and the wind to make me chatter, when the diunde 
would not peace at my bidding, there I found ’em, tt^ 

I smelt 'em out Go to, tliey are not men o’ their words 
they told me I was everything, 'tis a he, I am not ague 
proof 

Gloucester’s dutiful 

Is't not the king^ 

b^ns to transform him in those mad ^es And mad- 
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ness sees a Gloucester diere that sanity had known 
and Ignored 

I pardon that man’s life What was thy cause ^ 
Adultery > 

^ Thou shalt not die die for adultery' No 
The wren goes to’t, and die small gilded fly 
Does lecher in my sight. 

Let copulation thrive, for Gloucester’s basnrd son 
Was kinder to his lather than my daughters 
Got ’tween the lawful sheets 


Gloucester knows better, but how protest that to an 
errauc voice ^ Besides which there is only the kindly 
stranger-peasant near A slight unconsaous turn of 
the sightless eyes toward him, a simple gesture in 
response from Edgar, pauently biding his time, will 
illuminate the irony and the patlios 
" Does the mad mind pass logically from this to some 
uncanny prevision of the ripening of new evil in Regan 
and GonenP Had it in its sanity secretly known what 
lay beneath the moral surface of their lives, so ready 
to emerge ^ 

Behold yon simpering dame 
Whose face between her forks presageth snow. 
That minces virtue and does shake die head 
To hear of pleasure’s name. 

The fitchew, nor the soiled horse, goes to’t 
With a more notous appeute ‘ 


'm 


The (superficial) inappositeness of this passage is quoted 
^low-a-days as evidence of Shakespeare’s morbid occupation, 
about now, with the uncleaner aspects of sex But it is by no 
means inapposite to the larger moral scheme of the play 
Goncnl’s lust has become an important factor in the acuon 
ShakMpeare cannot give much space to its developments, nor 
dow he rare to set the boys acung women to deal direcdy and 
el^rately wth su<* matters So he uses, I think, this queer 
Md * tnuTor in whidi the vileness is 
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But a man — so lunatic logic runs — ^must free 
himself from the lyranmes of the flesh if he is to see 
the world clearly 

Give me an ounce of avet, good apothecary, tostveetea 
my imagination 

And then a blind man may see the truth of it, so he 
tells the ruined Gloucester 

Look witli thine ears see how yon justice rads upon 
yond simple thief Hark in thine ear change places, 
and, handy-dandy, which is tlie justice, which is the thief? 
Thou hast seen a farmer’s dog bark at a beggar ^ And 
the creature nm from the cur There Aou might’st 
behold the great image of authority, a dog’s obeyed in 
office 

It is the picture of the mock tnal given words Bui ^ 
with a diiferencel Tiiere is no cry now for vengeance^, 
on the wicked For what are we that we should smite 
them^ 

Tliou rascal beadle, hold thy bloody hand' 

Why dost thou lash that whore ^ Stnp thine own 
back. 

That hotly lust’st to use her in that kmd 
For wlucli thou whip’st her The usurer hangs the 
cozener 

Tlirough tattered clothes small vices do appear. 

Robes and furr’d gowns hide all Plate sin with 
gold. 

And the strong lance of justice hurtless breaks. 

Arm It in rags, a pigmy’s straw doth pierce it. 

Shakespeare has led Lear to compassion for sin as 
well as suffenng, has led him mad to where he could 
not hope to lead him sane — to where sound common 
sense will hardly let us follow him 

None do es offend, no ne, I say, none 
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To a deep compassion for mankind itself 

I know tliee well enough, tliy name is Gloucester, 
Thou must be patient, we came crying hitlier 
^ Thou know’st the first time that xi.c smell die air 
We wawl and cry I will preach to dice mark 
When we are bom, we cry diat we arc come 
To dus great stage of fools 

This after-part of Lear’s madness may be redundant, 
then, to the stnct action of the play, but to its larger 
issues It IS most germane It is perhaps no part of the 
play that Shakespeare set out to write The play tliat 
he found himself wriong would be how much the 
poorer without itl 

The simple perfection of the scene that restores 
Lear to Cordelia one can Irave imsulhed by comment 
■^K^at need of any^ Let the producer only note diat 
^tliere is reason in the Folio’s stage direcQon 

Enter Lear tn a chair earned by servants 

For when he comes to himself it is to find that he is 
royally attired and as if seated on his dirone again It 
IS from this throne that he totters to kneel at Cor- 
delia’s feet.* Note, too, the pain of his response to 
Kent’s 

In your own kingdom, sir 
Do not abuse me 


Finally, Lear must pass from the scene with all the 
^remony due to royalty, not mothered— please’— bv 
-Cordelia 

' Cordelia found again and again lost, what is left for 

Lear but to die? But for her loss, however, his own 

death might seem to us an arbitrary stroke, since the 

* Shakespeare kept— and transformed— this piece of husi- 

s^lwT l«>eels, too, ^of course. It 

should be given Its full value. 
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old Lear, we may say, is already dead. Shakespeare 
moreover, has transported him beyond all worldly 
issues Tins IS, perhaps, why the action of the battle 
which will seemingly defeat his fortunes is minimized. 
What does defeat matter to him — or even victory^ Ih 
is certainly the key to the meanmg of the scene which 
follows Cordelia, who would ‘out-frown felse for- 
tune’s frown’, is ready to face her sisters and to shame 
them — ^were tliere a chance of itl — ^with the sight of 
her father’s wrongs But Lear himself has no interest 
m anything of tlie sort 

No, no, no, no! Come let’s aw'ay to pnson 
We two alone will sing like birds i* the cage 
When tliou dost ask me blessing. I’ll kneel down. 

And ask of tliee forgiveness » so we’Jl hve. 

And pray, and sing, and tell old tales and laugh 
At glided butterflies, and hear poor rogues 
Talk of court news 

He has passed beyond care for revenge or success, 
beyond even the questioning of nghts and wrongs 
Better indeed to be oppress^, if so you can be s5e 
from contention Pnson will bnng him freedom 

Upon such sacrifices, my Cordeha, 

The gods themselves throw incense Have I caught 
thee^ 

He that parts us shall bnng a brand from heaven 
And fire us hence hke foxes Wipe thine eyes. 

The good years shall devour them, flesh and fell, 

Ere tliey shall make us weep we’II see 'em starv^ 
first f 

Lear’s death, upon one ground or another, is artis- 
tically inevitable Try to imagine his survival, no 
further argument will be needed The death of Cor- 

* That scene »n the old play haunted Shakespeare. 
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deha has been condemned as a wanton outrage upon 
our feelings and so as an aesthetic blot upon tlie play 
But tlie dramatic mind that was working to tlic tune of 

As flies to wanton boys are we to tlie gods. 

They kill us for their sport, 

was not hkely to be troubled by niceties of sentiment 
or aesthetics The mam tragic truth about life, to the 
Shakespeare tliat wrote King Lear^ was its capncious 
cruelty And what meeter sacnfice to this dian Cor- 
deha ^ Besides, as we have seen, he must provide tins 
new Lear with a tragic determinant, since ‘tlie great 
rage is kill’d in lum’, which precipitated catasurophe 
for the old Lear And wliat but Cordeha’s loss would 
sviffice^ 

( We have already set Lear’s last scene m comparison 
With his first, it will be worth while to note a htde 
more particularly the likeness and the difference Tlie 
same commanding figure, he bears the body of Cor- 
delia as hghdy as ever he earned robe, crown and 
sceptre before All he has undergone lias not so bated 
Ills colossal strength but that he could kill her murderer 
with his bare hands 

I kill’d the slave that vas a-hanging thee 
lis true, my lords, he did 

— says die officer in answer to dieir amazed looks 
Wbany, Edgar, Kent, and the rest stand silent and in- 
■ytent around him, Regan and Gonenl are diere, silent 
too He stands, with the hmp body close clasped, 
glanng blankly at them for a moment. When speech 
IS tom from him, in place of the old kmgly rhetonc we 
have only the horrible, half human 

Howl, howl, howl, howl I 
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Who tliese are, for all their dignity and martial splen- 
dour, for all the respect they show him, he neither 
knows nor cares Tliey are men of stone and murder- 
ous traitors, though, jdter a little, through the mist 
his suffenng, comes a word for Kent. All his worW, 
of power and passion and will, and the wider world 
of tliought over which his mmd in its ecstasy had 
ranged, is narrowed now to Cordelia, and she is dead 
in his arms 

Here is the clue to the scene, this terrible concentra- 
tion upon the dead, and upon the unconquerable fact 
of death. This thing was Cordelia, she was alive^ she 
is dead Here is human tragedy brought to its simplest 
terms, fit ending to a tragic play that has seemed to 
outleap human expenenoe From power of intellect 
and will, from the imaginauve sweep of madnesS;^ 
Shakespeare brings Lear to thisj to no moralizmg nort 
high thoughts, but just to 

She’s gone for ever 

I know when one is dead and when one hves. 

She’s dead as earth Lend me a looking-glass. 

If that her breath will mist or stain the stone, 

Why, dien she hves 

Lacking a glass, he catches at a floatmg feather That 
surs on her lips, a last mockery Kent kneels by hun 
to share his gnef Then to the bystanders comes die 
news of Edmund’s death, the busmess of hfe goes 
forward, as it will, and draws attenuon from him 
for a moment But what does he heed ^ When they^ 
turn back to him he has her broken body in lus arms 
again 

And my poor fool is hang’d No, no, no life I 
Why should a dog, a horse, a rat, have hfe. 

And thou no breath at all ^ Thou’lt come no more, 
Never, never, never, never, never I 



KING LEAR . X5I 

Pray you undo this button, dunk you, sir 
Do you see this^ Look on her, look, her hps, 

Look there, look dicreP 

> Bradley has an admirable note upon this passage, just sucli 
^fine piece of perception as we expect from him. Lar, he says, 
at the very last, tlimks that Cordeba lives, and dies of the 
joy of It. 
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DIRECT SELF-EXPLANATION* 

§ I The Relations between Actors and Audience 

T he primitive and popular features of Shakespeanan 
art described in the Introduction have demon- 
strated the close connexion wJuch existed between the 
stage and the audience It is necessary, however, to 
become quite clear on this point, in order properly to 
estimate its influence on dramatic techmque We must 
remember that our illusion in the tlieatre is entirely 
different from that of the Elizabethans, as has been ex- 
cellently shown by Kilian (Shak Jahrbuch, 39, p xN 
seq ) Our drama is enacted under the taat agreement^ 
tliat tliere are no spectators present Only one wall 
diat in front of the audience, is wanting to the scene 
In contrast to this, Shakespeare’s stage is surroundec 
by the spectators on three sides The actor may be 
said to stand in the midst of the audience, he is always 
mindful of this while he is acting, and evidently in 
many cases directly addresses his spectators Kilian 
proves how strikingly this relation is evidenced by the 
monologue, in which the speaker, so to say, fraternizes 
with the audience, and how the whole dramatic cora- 
posiQon and the illusion connected witli it may in this 
manner be absolutely destroyed It is no longer 
monologue in the proper sense — ^1 e the expression of 
an individual who, thinking aloud, renders account of 
his most intimate thoughts and feehngs — but a means 
which the author uses n order to instruct lus audience 
about the events, or about the plans and character of 

* Character Problems tn Shakespeare's Plays ( 1922 ) 
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the personage speaking Such instruction and explana- 
tion IS further emphasized by the form in wluch tlie 
actor delivering the monologue addresses die audience , 
e-g ‘And mark how well die sequel hangs together’, 
‘To say the truth’, or ‘Mark me now ’ Kilian shows 
low this use of elements which according to our pre- 
sent view contradict die essence of die monologue 
forms a peculiar feature of Shakespeare’s monologues 
in every period of his art, and most clearly appears in 
the latest products of his nper years 


§ 2 Self-explanation tn Harmony %vith the Character 
(Remarks on the Characters of Hamlet ^ Falstajf, &e ) 

In drawing attenuon to die simpliaty of the solilo- 
quizing actor who allows hts audience to look behind 
Ips mask, we have taken only a parual, though very 
ghaiactensuc, aspect of dus technical device It is not 
'true diat the Sh^espeanan drama shows the traces of 
a more pnmiuve time only in this one respect, while 
closely resembling the modem drama in all odicrs 
The pnmiuveness and a certain childisliness mani- 
fested in the traits with which we have so far become 
acquainted is apparent, less disuncdy, perhaps, but 
recognizable on closer scrutiny, in the whole mechan- 
ism of die Shakespearian drama All the details of die 
techmque are more harmless, simple, unsophisacatcd, 
than we are mchned to imagine The monologue is not 
the only and not the most important among die naive 
_^evices used for enlightening die audience In die 
course of the play — that is, in the actual dialogue — 
the characters on the stage supply the audience widi 
the most important information about themselves and 
reveal the innermost secrets of their nature In a 
number of cases, it is true, most oeonle will not regard 
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look upon it as a tendency of die author to endow his 
figures with an inclination toward introspection, most 
probably without any conscious intention of throwing 
light upon the mental features of his personages fc 
the spectators’ benefit Where this inclination is uri^ 
obtrusive and incorporated in other similar traits, as, 
for example, the habit of self-reproach, it will at once 
escape tlie suspicion of being merely a pnmiuve and 
intentional de\ace Nevertheless, these instances also 
are wortliy of note A case in point is to be found in 
Hamlet The great majonty of senous critics are 
agreed on the necessity of conceiving Hamlet not as 
a man of action, but essentially as a man of refiecnon 
This reflection, however, is not only directed upon 
the world but also upon himself The utterances of 
Hamlet in tlus latter respect are usually regarded a*' 
chiefly characterizing the sub;ecove state of his soul 
Indeed, who would take the railings and self-accusa- 
oons, Ae insults widi which he tries to spur himself 
to action, the doubts of himself, for Gospel truth ? But 
wliile taking this view, we must not overlook that in 
this character too we can discern Shakespeare’s ten- 
dency to make lus figures explain themselves in a 
manner which must be taken very seriously and which 
far transcends mere self-accusanon and doubt. 

A fundamental feature of Hamlet’s character is a 
fanatical sense of truth The reference to this quality 
contained in one of Hamlet’s first utterances in the 
play, T know not “seems”’ (i ii), may be regarded a^ 
a necessary product of the situation and a proper and'' 
natural detail of the dialogue Tliis explanation, how- 
ever, will not hold good in regard to the passage where 
he mentions his weakness He describes it by saying 
that King Claudius is ‘no more like my father than I to 
Hercules* (t ii) This means that he is the very 
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opposite of the embodiment of bodily strcngtli 
Furtlier, when he speaks of ‘my weakness and my 
melancholy’ (ii ii, tott'ards the end), these allusions, 
ccording to the more or less clearly outlined con- 
>^puons wluch lus contemporaries had of tlic ‘melan- 
holy’ type of character in the drama, point to a group 
jf qualities not in any way contradictory to tliose of 
nrhich he accuses himself in other places Especially of 
lus ambition he speaks on vanous occasions, once 
mentioning it in plain words (ill i lad), and also later 
on showing several times that tlie accession of lus 
uncle had disappointed lus hopes (v ii (Sj, &c ) His 
pnde, which he mentions to Ophelia in the same pas- 
sage, often appears, and who would deny that lus be- 
haviour shows some of that vindictiveness of wluch he 
atcuses himself on the same occasion > Tins trait too 
Is clearly worked out, espeaally by contrasting Hamlet 
with his friend When he explains to Horauo the 
clever tnck which has helped him to get nd of Rosen- 
crantz and Guildenstem for ever, die gbod fellow, 
otherwise accustomed to go with him through thick 
and thin, is unable to suppress a certain uneasiness, 
and replies ‘So Guildenstem and Rosencrantz go 
to’t.’ Hamlet, almost offended, makes a firm stand 
against all scruples ‘Wliy, man, they did make love to 
this employment’ Whoever allows himself to be em- 
ployed agamst him must suffer the consequences, he 
feels no pity for him, as Polonius also was to find out 
j The effect of self-explanaoon is thoroughly natural 
yn all cases where it is put into the mouth of an intro- 
specuve character like Hamlet He stnves for truth at 
any cost, and his state of mind makes it conceivable 
mat m his self-revelaoon he should not shnnk even 
from OTelty against his own personality Being so 
natural and comprehensible, this trait in die Prince’s 
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character does not attract any undue attention in this 
passage Indeed, there can he no denying tliat the 
question as to the respective claims of self-eigDlanation 
and self-reproach occasionally requires a caieiiil in 
vesdgation This trait, however, has evidently becoc 
so much second nature to Shakespeare in his dramati 
work that he bestows it even upon characters who an 
anything hut fanatical worshippers of truth. Thi 
applies to a certain extent even to FalstafF himself I 
is true a great part of the comic effect wJuch radiate 
from tins figure is due to the opposite trai^ viz , tht 
endeavour of the fet kmght to create for himself « 
character wluch he does not possess, as, for instance^ 
when he makes himself out to be a hero or succeeds m 
wrapping himself up in an atmosphere of uprightness 
which IS of pnly veiy doubtful quality and is excd 
lendy fitted for induang the kind-hearted hostess tc 
part with her last penny In case of need, when driven 
into a position of self-defence, he changes lus character 
as he might do a mask, and on being driven from one 
cover he immediately finds another just as favourable 
Hie masks, of course, fit him so ill and protect him so 
little that everybody sees through diem at once, and 
he himself dares only to put them on with a humorous 
twinkle of his eye The comic effect is all the greater 
when the stupidity of Justice Shallow prevents lum 
from recognizing the bad moral disguise and makes 
him regard die fat kmght as an infiuential lord at 
Court, or when the hostess, after having been cheated 
a thousand times, is once more taken m by his pro-/l 
testations 

Falstaff, though his is a character not at all given to 
self-analysis, nevertheless finds very shrewd and apt 
expressions to throw hght upon certam sides of his 
personality and its relation to his environment *1 am 
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not only witty in myself, but the cause tliat wit is in 
other men’ (r Henry I ii i) Tliese words give tlie 
bnefest possible formula for the part he has to play in 
the drama, and clearly describe die category to whicli 

belongs To be witty himself and to stimulate 
laughter and wit m others is the business of the clown 
Indeed, Falstaff is not principally a swaggerer and 
blusterer, as certam misguided literary cnucs would 
have him be, but is the pnnce and grand master of all 
dramauc clowns, and belongs to the dramatic tradition 
which makes the clown the centre of the comic under- 
plot in the senous drama Falstaff’s dcfiniuon of him- 
self also suggests an excdlent reason for the magic 
attracuon exerted by the Boar’s Head Tavern he is a 
Witty carouser and boon companion who indulges 
_^ecy one of his whims, and whose humour irresistibly 
Mfects his company, calls forth their good spints, and 
'provides them with an inexhausuble source of mem- 
ment by allowing them to use him with impumty as 
the target of their wit 

The fact that he is old and they are young makes no 
difference, for — ^here again his own remark throws 
hght upon the character — ‘The truth is,’ he says to the 
Lord Chief Jusuce, ‘I am only old in judgment and 
understandmg’ (2 Henry IV, i 11) 

This hits the nail on the head FalstafF, while 
possessing the soundest experience of old age, is also 
endowed with the mercunal versauhty, the unbounded 
_^asuaty, the hght-heartedness and power of enjoy- 
\ment found only in the young man of eighteen who 
takes no thought of the morrow, and in die blind 
confidence of youth pays litde heed to the con- 
seipiences of his acuons The old greybeard utters 
only his most heartfelt convicuon when on the occa- 
sion of the robbery, whipping up his own courage 
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with Violent words, he roars at tlie fnghtened travelleis, 
‘Whatl ye knaves, young men must live* (z Henry lY, 
II ii) 

Hie objection may be made that this youth t 
artificial and owes its ongm to dnnk, the indispensab^ 
stimulant to FalstafPs humour Certainly no actor 
would give a correct representation of Falstaff v ho did 
not use tins sort of drunken good-huwour as a key to 
his character Moreover, the meekness and die cheap 
compassion for his own condiuon is that of the old 
toper TTiere is a vein of youthfulness in hun, how- 
ever — die hilarious mood of the eighteen-year-old 
student on the spree, itching for pracocal jokes It 
breaks out when, in an advanced stage of jollity, his 
notous imagination prompts iiim to impersonate the 
King in a ‘comedy extempore*, making the armdiaJi 
his dirone, the leaden dagger his sceptre, clapping t 
‘cushion’ on his head for a crown, and mimicking with 
stilted pomposity and ndiculous alfectanon of padios 
the reproachful father and King 
A similar importance must be attached to the as- 
seruons wluch King Lear makes about himself AH 
Shakespeare’s kings, even his crowned rascals, are 
surrounded by a certain halo of presnge Shake- 
speare’s fervent royalism is seen in lus preference for 
one in parucular of all the forms of the sentiment of 
veneration — namely, reverence for superiors and its 
obverse, pnncely pnde Pnde, m Shakespeare’s eyes, 

IS a necessary attnbute of the great In ym's YYell tia\ 
Ends Well an emment man is praised for possessing > 
pnde without contempt, and although his ‘humility’ is 
lauded he is admired because 

who were below him 
He us’d as creatures of another place 
So the idea of ‘service’ has nothing repugnant to him. 
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‘You have that in your countenance', Kent says to 
Lear, ‘which I would fain call master ' His Lear has a 
greater endowment of this kmd of majesty than any 
other figure in his plays For this reason the blows of 
.^ate that inflict such cruel wounds on lus pnde are 
infimtely more painful to him than acts of ingratitude 
and baseness would be to an ordmary mind But the 
more his pnde is wounded, the more clearly does it 
show Its unconquerable nature, it will pensh only with 
the life of the King lumself Even in his madness this 
pnde remams unshaken He anses more majestic 
where others would be m danger of lapsmg into 
ndicule Thus we may indeed say of Lear, applying 
the Shakespeanan concepnon of Inn^ness, that he is 
‘every mch a king* This charactensnc phrase, agam, 
ii uttered by the Kmg with reference to himself (iv vi 
Jiio) The significance of these words is not greatly 
^affected by the fact diat they are spoken in a state of 
madness. 

§ 3 Ambiguous Self-explanation fRascab and Heroes, 
Julius Caesar) 

On proceeding further in our inquiry, we begin to 
see certain difficulties m the application of this 
techmcal device. It must be adtmtted that this trait, 
accordmg to our modem concepuons, can be approved 
only in passages where the action gives warrant for it 
and where it has no disturbmg influence on the charac- 
terization In most cases, however, it will prove un- 
Vmtable because of its psychologies impossibility or 
because of the conflict wffich it produces between the 
direct and the indirect methods of characterization 

As regards the first difficulty, it would clearly be an 
absolute self-contradiction if, for mstance, anybody 
were to explain in long-winded speeches, and with 
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great wealdi of vocabulary, tliat he is remarkable fo 
his gift of silence, and it would be equally absurd to 
endeavour to prove stupidity by a great display of 
clever arguments, or superficiality* by means of heart 
rending complaints, or to express a matter-of-fac^ 
disposition in highly poetical language Common ex- 
penence will show Aat cleverness consists in propeHy 
recognizing what is stupid, that nobody can be super- 
ficial who suffers from a sense of his own defiaenae^ 
and tliat beauty of language is a sure sign of arusne 
talent Shakespeare’s transgressions of this law will be 
dealt widi later on 

The second difficulty may be regarded as almost 
more important dian the first one In ordinary bfe an 
utterance of a person made in order to draw attennon 
to supposedly praiseworthy or repreliensible sides oi 
his character allows us to infer his real dieter by 
way of indirect characterization, and we believe ae 
can apply die same kind of reasomng to persons in a 
play, since we know that to recognize the good orevi 
in oneself, and even to go so far as to show them m 
die presence of others, requires speaal charactensucs 
Most interpreters following die traditional metno 
have seen no difficulnes here Utterances 
personages in which they openly desenbe their d 
as wicked were unquestionably taken for Gospel tm ^ 
and hardly ever regarded as serving as a means of m 
direct charactenzanon Lady Macbeth (i v), lookmo 
at her own behaviour from an outside point of view, \ 
calls It ‘cruelty’, and desenbes her murderous mtOT-/ 
tions as ‘fell’ A man like lago, for example, teims is 
own behaviour villainy ‘ ’Tis here, but yet confuse , 

* L>ke Browning's Andrea del Sarto, who deeply moves^ 
by confessing that unfortunately his superficial character p 
vents him from being a good painterl 
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le says, after hatching the devilish plot of destroying 
Dthello, his master , ' Knavery s plain face is never seen 
ill used’ (11 1 c 320) Cloten, in the villain 

}f the piece, quite glibly talks of the villainous orders 
^ has given (iii v 113) A person who is so htde 
nreighed down with the recogniuon of his own wicked- 
ness we usually style a cynic. This appellauon might 
possibly lit a real rascal hke Edmund in King Lear, 
who desenbes himself as ‘rough and lecherous’ (i 11 
145) But this would be to regard these matters from 
an entirely erroneous point of view This kind of self- 
charactenzauon should not be considered as in any 
way an attempt at reahsm Wetz (^Dte Menschen in 
Shakespeares Dramen, p 184) seriously states that 
‘Shakespearis wretches and villains are perfectly clear 
^ut the criminal nature of their actions' Tins flatly 
pntradicts the truth of life A more recent mvesu- 
jator, "Wolff, tries to explain this trait by observ- 
ng that in the Renaissance penod people were far 
more frank and open, whereas ‘under the stronger 
pressure of modem public morality they never aban- 
don their hypoensy and refuse to lift the mask of dis- 
simulation even m their own pnvate thoughts’ In 
point of probability we should rank this hne of argu- 
ment about as higUy as an attempt to explain the five- 
legged hons of die Ass3rnans by assertmg that hons 
with five legs had actually existed at that time, or to 
account for the pnmitive drawings of prehistonc men, 
y which faces are represented m profile, yet having 
TjWo eyes, by declaring that m those days a man’s two 
eyes were both on the same side of lus face The 
source of the error here is a misconcepuon of the art- 
torm, which itself is pnmitive The Assynans wished 
the bon to have four legs from whichever side it was 

looked at In the drama the villam is to be a viUam. 

436 * 
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the noble character is to appear noble, from wluchever 
side we look at them This mode of representation has 
never been true to facts, neither m the Renaissance nor 
before, in all probability even Cam did not lack a very 
good reason for killing Abel (though this may ntj 
have been, as Byron asserts, his extreme dullness) 
The reason for this departure from reality is to be 
looked for in the careM regard which Shakespeare 
everywhere pays to the limited mental capacity of the 
public The poet desires above all to avoid misappre- 
hension of the mam oudmes of the action and the 
characters, to prevent the spectators from confusing 
the ethical values and from takmg pleasure m the vices 
represented and the situations produced by them In 
short, the public was an influential factor m determm- 
ing the art-form ^ 

We have long been accustomed, by a taat agree- 
ment, not to take offence at this aspect of Shakespear- 
ian technique, but to regard it as a primitive rat, 
impossible nowadays, and riierefore not exposed to 
mismterpretations When the villams talk of their vil- 
lainy we do not on that account consider them as cynics 
Numerous cnocs of Othello, for example, find m 
certain speeches of lago, in spite of the utterance ated 
above, an endeavour to palliate his wickedness, a thing 
which no cynic ever does This kmd of charactenm- 
non turns out to be endrely traditional Just m the 
same way the Jew of Malta, notwithstanding the very 
special reasons for his actton, says of lumself, on^ 
entenng upon his villainous course ‘Now will I 
myself to have more of the serpent tlian the dove, that 
is, more knave than fool ’ 

In this inquiry we are too apt to overlook die 
don that might be raised ''K^at are we to think or 
utterances just the opposite of these, containing refer- 
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ences to praiseworthy qualities^ If Shakespeare’s art- 
form IS sail so imperfect that it does not allow us, as 
we do nowadays, to interpret the calm dcscnpuon 
given by a person of his own baseness as a sign of 
pC^asm, are we then forbidden to perceive in self- 
revelauons regarding the possession of valuable moral 
quahues nothing but conceit, boastfulness, or arro- 
gance ^ Here we may remember the ghost of Hamlet’s 
father, who thinks himself so superior to his brotlier 
Claudius, a person ‘whose natural gifts were poor to 
those of imne’ (i v 5 1 ) This descnption in point 

of fact perfectly agrees widi that which Hamlet gives 
of his father, nevertheless, spoken by the father him- 
self, these words strike us as somewhat self-complacent 
Did Shakespeare mean this ^ There does not seem to 
pe any sense in thus showing up a weak side in tlie 
‘^aracter of the ghost Let us further consider the 
/account which Prospero in The Tempest gives of lum- 
self, how he designates himself as 

the pnme duke, being so reputed 
In dignity, and for the liberal arts 
Without a parallel (l u 73 ) 

Cordelia, too, in King Lear may serve as an illustra- 
aon In the exposiuon she descnbes herself as wanung 

that glib and oily art 

To speak and purpose not since what I well intend. 

I’ll do’t before I speak 

P lack] that for which I am richer^ 

A sull-sohaung eye, and such a tongue 
That I am glad I have not 

Here her air of knowing perfectly well what she is 
doing in presenung her advantages in their aue light 
strikes a false note m the infinite harmony of her be- 
ing, so that Kreyssig thinks he can discover a ring of 
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somediing like ‘sauciness’ in ‘the reply with whicli 
die daughter of the old Lear cannot quite disguise her 
race’. We may regard it as absolutely certain, hoff 
ever, that Shakespeare had not the slightest intentioa 
of endowing wiA any trait of vanity the touchi/^ 
figure of Cordeha, whom we see on other occasions, 
overpowered by her emotions, standing speechless, 
unable to articulate a word or even to produce a single 
sound 

We may also think of Brutus in /a/nw Caesar, a 
personage much given to self-charactenzation, which, 
however, is adroidy interwoven with the action 
Sometimes we seem to perceive traits in him which 
make us doubt whether they are intennonal or not. It 
does sound like a boast when he describes himself as 
‘arm’d so strong m honesty’ It is evident, howeva^ 
that this was not Shakespeare’s intention He merem 
overdoes the emphasis in order not to miss being' 
clearly understood, hence the false impression we 
receive Brutus acts without any selfish motive^nis 
morality seems even to surpass diat of his model m 
Plutarch — ^lie only follows his duty, obeying that 
which he calls lus ‘honour’ He is meant to possess 
dignity, self-esteem, and well-mented pnde In ex- 
pressing these qualities, however, he seems to us to 
transgress the limit which divides self-esteem from 
vanity and boastfulness Any other personage might 
say, for example, tliat it would be an honour to be 
slam by Brutus, from his own moutli (v i 59) this 
remark stnkes us as in bad taste, and as a sign off 
arrogance 

TTie attempt may be made to explam tms pracuce 
here as due to Shakespeare’s opinion diat this manner 
of praising oneself was a Roman custom "^ere is 
little ground, however, for this supposition We find 
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the same trait in other characters who are not Romans, 
for example, when Henry V, giving audience to the 
French ambassadors and seeing them hesitate to de- 
liver the arrogant message of their Dauphin, praises 
Jds kingly self-command in the words 

We are no tyrant, but a Christian king, 

Unto whose grace our passion is as subject 
As are our wretches fetter’d in our prisons 

(Henry F, I ii 241 ) 

It IS just tins monarch who proves himself to be any- 
thmg but a braggart 

A more difficult quesuon is presented by the objec- 
tion that possibly at that time self-praise was not con- 
sidered as a moral defect, at least so long as it did not 
overstep the lumts of truth, diat the expression of 
ptide m one’s own achievements and ability was less 
tiampered by moral restraint than in later times In 
'that case the dramatist’s conception would be true to 
the life of his time, and ours would be based upon a 
false, anachromsne conception One glance, however, 
mto the history of the manners of that time, a short 
perusal of some of those modest speeches witli whicli 
high funcQonanes, like the Speakers of Elizabeth’s 
Parliament, entered upon their offices, suffice to show 
us that here we are no longer in the Homeric age, and 
that modesty m speakmg of one’s own person is by 
no means foreign to Elizabethan times So we shall 
probably have to be satisfied with the conclusion that 
We are here face to face with a mere dramatic tradition, 
yery hable to misinterpretation On the other hand, 
Sh^espeare may have been mduenced m endowing his 
figures of sovereigns with this trait by the pompous 
style m which the crowned dignitanes of his as well as 
of our own time speak of themselves m royal edicts, 
though no person^ quahties are implied here. 



l66 L L SCHliCKlNG 


All this IS much less significant for the charactenza- 
tion of Brutus than of Julius Caesar himself Caesarb 
one of those Shakespeanan figures who have almost 
without exception been misunderstood by an aiss- 
chronisuc school of cnucism, most flagrantly perbap. 
by Brandes In the light of his invesngation Shake- 
speare’s Caesar has become a contemptible wretch, 
he goes so far as to call him a caricature, ‘the sum-total 
of all unpleasant qualities He makes the impression 
of an invalid Stress is laid on lus suffenng from fell- 
ing-sickness He IS deaf of one ear He is no longer in 
possession of his old vigour He swoons when tlie 
crown is offered to him He envies Cassius, who is a 


better swimmer than himself He is as superstitious as 
any old crone He enjoys flattery, talks pompouslyMO 
haughtily, boasts of his firmness, and is change^V 
and inconsistent. He acts imprudendy, unreasonably^ 
and does not recognize the dangers mreatenmg lum, 
whereas all otliers see them’ In another passage 
Brandes calls him puffed up with conceit, always ce^ 
monious, starched, and stilted, and adds that nobody 
really believes his assertion that he is ignorant of fear 
Other cntics have further reproached lum with bemg 


tlieatncal , 

It IS undoubtedly true tliat for a number of these 
traits evidence can be found in the play Wlien CaesM, 
for example (i ii), asks Antony to touch his wife at me 
feast of the Lupercal because ‘our elders say’ that this 
IS a cure for barrenness he shows lumself to be supe^ 
stitious This trait, however, Shakespeare found ita 
Plutarch, where it is referred to as a common Roinan 
belief, and, reading in the same source of Caesar s be- 
lief 1ft omens, he nghtly transferred it to 
Moreover, this is one of Aose small touches which he 
employs to produce in the drama the true colour of 
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antiquity Plutarch also tells us of the imperator’s 
epilepsy and headache , Shakespeare converts these 
diseases into the falling-sickness and deafness of one 
ear As regaids this last point, we must admit tliat we 
gmnot explain why he has represented Caesar as deaf 
^ere is no authority either for his description of 
Caesar’s ambiguous attitude towards flattery, and his 
conviction that he himself is inaccessible to it (hfac- 
Callum, p 223) Brandes’ reproach, however, tliat 
Caesar is ‘always changeable and inconsistent’ greatly 
overshoots the mark- The scene which Brandes chiefly 
uses to justify this accusation is tlie one in Plutarch 
where Caesar, on the morning of his assassination, 
moved by the prayers of his wife, who is frightened 
by her dream, has deaded not to go to the senate- 
house, and IS mduced to change his mind by the 
,cWung mterpretauon which Dcaus, one of the 
Conspirators, gives of the dreanu It is impossible, 
^however, to infer from this scene tliat Caesar is 
inconsistent or timid, only when his wife goes down 
on her knees to implore him does he yield and 
abandon his deasion After her fears have been lulled 
and silenced by the treacherous eloquence of Decius 
there is no furier reason to prevent lum from going ‘ 
The other traits also, with ^e excepuon of Caesar’s 
boastfulness, are all m a very similar manner drawn 
irom Plutarch 

* It may also be that even before yielding to his wife he h-s 
bgM a httle unnerved by her temble anxiety But the way in 
tJ^ch some cntics, and espeaally M. W MacCallum in his 
excellent book, Shaktsptarii Roman Plays and thar Back- 
ground (London, 1910, p izi stq ), construe a disagreement 
Mtween this scene and Caesar’s d^arauon in the senate that 
ms resolutions are as unshakable as the polar star strikes one as 
mmost ludicrous Caesar in no way loses his charaaer by doing 
ms wife a favour which, after all, is very insignificant. 
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The fact diat Shakespeare borrowed these trats 
from Ins source would not suffice in itself to disprove 
Btandes’ representauon Supposing each of them lo 
be histoncally correct, dieir combinauon might never 
tlieless be effected in a one-sided and biased mannH 
amounting almost to a falsification By methodically 
utilizing less sympatlietic traits related by Plutarch the 
figure of Brutus too might have been radically altered 
We must ask ourselves, however, what reason Shale- 
speare could have had for giving such a cancature of 
Julius Caesar Tins would be all the more astonishing 
as in vanous passages of his dramas he speaks of him 
wntli the greatest respect, and unswervingly follows 
the well-known tradiuon which saw m him one of the 
greatest of men, perhaps tie greatest of all umes Most 
Shakespearian criucs have answered tlus question bv 
asserting tliat he found it advisable not to make Caesay 
too great, as otlierwise the conspirators would havet 
appeared too insignificant in companson Dramatic 
necessities, tlierefore, above all tlie prominent impor- 
tance assigned to Brutus, tlie moral hero of the pl^'j 
are said to have thrown die figure of Caesar into me 
background This explananon has been rejected by 
Brandes, who saw its unsoundness without himsei 
being able to subsutute a better one He flady denies 
the necessity of belitding Caesar, and insists tliat 
Shakespeare might have improved the play by i^re- 
senung him as great, indeed, as the conflict is basM on 
a poliucal contrast, die drama could only have been 
rendered more tragic by the purely human greatnes^ 
of die person sacnficed There are dius important 
dramatic reasons why the limitauons to which the part 
of Caesar is subjected can affect only the amount o 
space allotted to it and its share in the acuon, not the 
human orooortions of his personality We must not 
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bghdy suppose tliat Shakespeare, who knew very well 
how to represent historical or legendary poetic figures, 
like Henry V, Cressida, and Cleopatra, of whom his 
c^temporanes had a vivid impression, would have 
toed to put before them a Julius Caesar whose great 
qualiues had been consaously and purposely sup- 
pressed This being ruled out as quite impossible, why 
then should such an inflated ‘invalid’, as Brandes styles 
him, be shown on the stage m the place of Julius 
Caesar^ 

The answer is not difficult. Shakespeare’s Caesar, if 
we refuse to read the drama witli the eyes of the cntics 
mentioned above, will appear to us in a very different 
light It IS true many of die enumerated traits are 
actually there, but they do not show much That they 
(Obtrude so htde is due to the impression whicli we 
ieceive of Caesar His greatness is shown less in his 
own person than m the enormous influence which he 
exercises upon his environment He is the centre of 
everything The very first scene shows the town full 
of jubilation over his tnumph, which entices even die 
arusan from his honest work His enemies are seen to 
be possessed by a kind of impotent fury against the 
gganuc power of that influence which lays the world 
at his feet Even die words uttered, with gnashing of 
teeth, by the most relendess of his enemies, the irre- 
concilable Cassius, echo the admiration of the wliole 
world 


This man 

1 Is now become a god 

he doth bestride the narrow world 
Like a colossus (l li 114) 

Also the reverence which Brutus feels for him In his 
soul IS boundless ‘We all stand up against the spirit 
of Caesar’ (ii 1 167) They all know, even when kdl- 
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ing him, that he is ‘die foremost man of all this worif 
(iv III 22) In this manner an atmosphere IS created n 
which Caesar appears surrounded by a magic ligh^ 
which after his fall adds a still greater lustre to ^ 
memory It is therefore quite absurd to suppose tha^ 
Shakespeare diminishes the importance of Caesar 
Rather must we say that the vastness of his figure u 
tacitly or openly presupposed in all the happenings oj 
the play 

The question now arises whether his demeanour in 
the play corresponds to the great opinion generally 
entertained of lum We know that occasionally m 


Shakespeare’s works a contradiction may appear be- 
tween these two things, as, for example, in the charac- 
terization of King Claudius (yide infra) But here w 
can speak only very condmonally of such a contradiq 
tion Caesar is represented as a bom ruler of men, a/^ 
imperious character in every sense of the term His 
very first speeches consist of a succession of com- 
mands One after die other Calpumia, Antony, tlie 
procession, die soodisayer, die musiaans, &c., are 
given dicir orders, even Antony, himself an important 
personage, is at his beck and call like a schoolboy 
When he is funous his entourage, even if a Cicero be 
among diem, look ‘like a cliidden tram’ (i n 182), and 
diey dwindle down to the size of mere retainers die 
moment he shows himself With unerring penetradon 
he reads dieir characters, of the lean Cassius espeaally 
he expects nothing good But though he professes t« 
be Ignorant of fear he yields to the urgent requests of 
Jus wife, who IS anxious to keep him at home on that 
fateful morning until her care is dispelled, neverdie- 
less, he goes out widi the conspirators, chatting gaily 
with diem On his way he encounters the last chance 
of saving liimself in the person of a well-wisher who 
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tnes to -warn him But as tlie conspirators at die same 
time present him with a petition die attempt to -warn 
him fails, chiefly because of the clumsiness of his 
fnend, who, urged by the fullness of his heart, presses 
4lis paper upon liim -with the remark that it contains 
a matter touclung him personally This is only a 
reason, however, for Caesar in his sublime imparuality 
to defer the perusal untd the other matter has been 
transacted, and he angrily rebukes the pctiuoncr, who, 
in his anxiety, refuses to obey No trace of small- 
mindedness IS perceivable in all these actions, nothing 
that could lower his dignity or be at variance with his 
greamess Some of his words, like the famous and 
profound remark. 

He thinks too much, such men are dangerous, 

( 0 « 192) 

''tear the stamp of genius Moreover, lus behaviour in 
the assassmabon scene does not betray the ‘invalid’ of 
Brandes No cry of fear, no lamentauon from his lips, 
mtemipts the terrible catastrophe 
This being the true picture of Caesar, how did the 
enucs come by the impression desenbed above The 
reason evidendy is that Shakespeare has endowed his 
hero -with a number of small human traits which are in- 
dispensable for enhvemng the portrait and rendermg it 
truly individual The excessive reverence in which he 
IS held by all probably assured the dramatist that by 
_^aking him human he did not risk destroying tliat 
Wpression of greamess on which the whole play rests 
^us he gave hun the bstoncally mteresnng traits of 
me falhng-sickness, of a certam superstition, allowed 
his mortal enemy sneenngly to relate the story (in- 
vented by Shakespeare, but here to be taken as true to 
the character of Caesar) about his bodily weakness, 



172 L X. SCHOcKING 

and made another conspirator remark that he irasaol 
inaccessible to flattery All tliese details, however, aie 
of little significance They show him to be human 
after all, but tliey do not reduce die gigantic dimei 
sions of his personality Shakespeare even makes hnfl*. 
appear nobler than does Plutarch, who, for example 
expressly states that his reasons for not wishing to g 
to the senate-house on die day of assassination wer 
suspicion and apprehension Li die drama, howevei 
It IS only Calpurnia for whose sake he decides to re 
main at home Much die same may be said of tlii 
coronation scene, wliicli fails in such a cunous manner 
Here Shakespeare, true to his usual practice, almos 
exaedy reproduces what is related in Plutarch, ant 
thus, in a way, makes lum responsible for the psydio 
logical probability of the whole occurrence The im 
portance of diis scene, however, is not so great as tt 
merit closer attention 

We have now shown diat the traits mentioned art 
in no way at vanance widi Caesar’s greatness It woul 
be too much, however, to maintain that diey all servs 
to express it in die best possible manner We wimess 
none of die deeds which render Caesar immortal, or 
which only he can perform To represent them 
certainly not Shakespeare’s intention, because Caes^s 
greatness appears sufliciendy 'without diem play 
does not treat of die ‘famous victories of Julius Caesar , 
and according to its original plan— it is prob^le that 
this external plan is not due to Shakespeare himseli 
but was taken over by lum— it can represrat him as 
crowned with laurel wreadis, but cannot show how 
these were gained His Coriolanus later on is arrange 
according to an essentially different plan, and bepns 
by showang die hero engaged m die greatest imder- 
taking of lus life, so diat we are not required, during 
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the whole succession of scenes, to trust imphatly to 
the author for the hero’s greatness Conolanus was 
unknown to his audience In the case of Julius Caesar 
such a procedure was unnecessary, his greatness was 
’proclaimed loudly enough m universal history 

All objections raised against the characterization of 
Caesar have now been de5t with and refuted, with one 
excepuon That which remains is apparently tlie 
strongest of them all, and the only one which explains 
our treatment of this whole quesuon in tins connexion 
It IS the opinion tliat Caesar is drawn as die type of die 
braggart, a dieatncal, bombastic, pompous, puffed-up, 
conceited, and boastful person Here we encounter a 
gross misunderstanding of Shakespeare’s art-form 
which characterizes all Shakespearian criticism of the 
^last hundred years It is true people of our umes who 
^read or hear Caesar’s words without having a con- 
nected idea of Shakespeare’s methods of characteriza- 
tion will undoubtedly receive an unsympathetic im- 
pression of the kind just described Thus, for example, 
we are astonished by the frequent repeuuon of his 
assurance that he is ignorant of fear Of C^sius he 
says 

I fear him not 

Yet if my name were bable to fear, 

I do not know the man I should avoid 
So soon as that spare Cassius 
I rather tell thee what is to be fear’d 
j Than what I fear, for always I am Caesar 

0 « 190 

He remarks to Calpurma 


Of all the wonders that I yet have heard. 

It seems to me most strange diat men should fear 
^mg that death, a necessary end. 

Will come when it will come. (n ,1 ) 
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And again* 

danger knows full well 
That Caesar is more dangerous than he: 

We are two lions litter’d in one day. 

And I the elder and more temble (ir « 44 ) 

The same high opinion of himself which animates 
tliese last words he voices in the lines 

. the things that threaten’d me 
Ne’er look’d but on my back, when they shall see 
The face of Caesar, tliey are vanished (n ii m) 

The scene which best shows his self-esteem is that 
in the Capitol, before his assassination Wlien Metel- 
lus Cimbcr, according to the arrangement of the con- 
spirators, kneels before him and addresses his entreatiM 
to him, Caesar, without the least suspicion of th? 
danger which is now hanging immediately over his^ 
head, indignantly replies 
These couchings and these lowly courtesies, 

Might fire the blood of ordinary men, 

And turn pre-ordinance and first decree 
Into the law of children Be not fond, 

To think that Caesar bears such rebel blood 
That will be thaw’d from the true quahty 
With that which mcltetli fools (ii* * 3“ ) 

Still more clearly he draws a line between the others 
and himself in the last words which are directed to- 
wards the whole body of tlie conspirators 

I could be well moved if I were as you. 

If I could pray to move, prayers would move me. 

But I am constant as tlic northern star, 

Of whose true-fix’d and resting quality 

There is no fellow in the firmament 

The skies are painted with unnumber d sparks. 

They are all fire and every one does shine. 

But there’s but one in all doth hold his place 



DIRECT SELF-EXPLANATION I 7 J 

So in the world, 'tis furnish'd well with men, 

And men are flesh and blood, and apprehensive. 

Yet in the number I do know but one 
That unassailable holds on his rank, 

/^Unshaked of mouon and that I am he. 

Let me a htde show it, even in this (iii i j8 ) 

When the petitioner, regardless of all refusals, once 
more besieges him wiA soliatations, he sums up all 
that he has said of himself, nsmg to a clunax m his 
angry exclamation 

Hencel Wilt thou lift up Olympus > (in i 74 ) 
The answer is given by the daggers of the conspirators 
Those are the words on which the accusation against 
Giesar is founded that he is a puffed-up, theatrical 
boaster ‘With too much levity of mmd and without 
^scruples m his very defiaent knowledge of the facts he 
I set out to portray Caesar,' says Biandes, 'and as he 
made Jeanne d’Am a witc^, he made Caesar a brag- 
gartl' We have already mdicated that in a modem 
play this kmd of self-contemplation, nsmg almost to 
self-worship, could justify dus inference We also 
know that he who talks so much of his courage gener- 
ally arouses the suspiaon of being a coward 
Against this view, even if for Ae moment we leave 
out of consideration Shakespeare’s specific kmd of 
dramatic teclmique, which all this is mtended to point 
out, we must raise the objection that it does not ex- 
plain how Shakespeare could represent the great 
yCaesar as a vam and cowardly boaster while making 
} the world resound with his praises For his arrogance, 
which cntics have also found m the lines 

What IS now amiss 

That Caesar and his senate must redress ^ 

(hi 1 32) 

a passage of Plutarch has been adduced which tells of 
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Caesar's occasionally treating this body with disdain, 
and for tlie self-assurance, bordering on conceit, which 
appears in his words about his sublime posiuon among 
men a remark made by Suetonius — ^whom Shakespeare 
never drew upon — has been held responsible whiclK 
says that he had declared ‘his words should be re- 
garded as laws' (cf Mich MacMillan’s introducoon to 
die ‘Arden’ Shakespeare, p xxv seq ) But what is the 
significance of these scanty data in comparison with 
the information about Caesar which Shakespeare could 
gather from Plutarch ^ Sail less importance can we 
attach to the reference to Caesar (already brushed 
aside by Brandes) made by Rosalind in As You Likelt, 
where in her usual roguish manner she calls the 
famous ‘I came, saw, and overcame’ ‘Caesar’s thrason- 
ical brag’, for tins remark is, of course, made in a quite 
jocular sense and connexion We might as well ham 
throw into die balance the words of good old Falstaff, 
who, having had a success quite unexpected by him- 
self on the field of batde in captunng a live pnsoner, 
expresses his pnde in the words ‘I may jusdy say 
with the hook-nosed fellow of Rome I came, saw, 
and overcame’ (a Henry IV, tv in) Further, we shall 
have to ask why Shakespeare, if he really intended 
to depict Caesar as a coward or boaster, does not make 
a single one of die conspirators (who are so eager to 
discover his weaknesses) utter the slightest word about 
these qualities Why does even Cassius, his most 
deadly enemy, call him a lion (even though he uses 
this expression only because his hatred makes him i 
regard the odiers as deer) ^ Brutus goes so far as to 
testify, in plain words 

to speak truth of Giesar 
I have not known when his affections sti'ay’d 
More than his reason (ii 119) 
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This, coming from Shakespeare’s own moutli, is extra- 
ordinary praise, as many parallel passages show. 

All these circumstances seem to indicate that we arc 
<m the nght tack m regardmg the self-charactenzation 
>€f Julius Caesar as not dissimilar to the other cases in 
which the dramatic self-explanation bears a much more 
primitive character than the more advanced sides of 
Shakespearian art would at first make us inclmed to 
suspecL In these instances we may even see survivals 
of the primitive conventionalized art, m which the 
figures have scrolls with the so-called ‘legend’ (‘I am 

’) hanging out of their mouths In this case there 
was a speaal reason for relapsing so signally from a 
realisuc to a convenuonalized art-form The Amcn- 
can scholar Ayres* has shown that there exists a 
dramatic tradition in the representation of Julius 
Caesar which onginates from a Caesar-drama m Latm 
by Muret (1544) In it Caesar is clearly drawn after 
the figure of the Hercules (Etaeus of Seneca. The 
vainglonous language is the same in both cases 
Muret’s example has been followed by the later Caesar- 
dramas, of which that by the Italian Pescem (Verona, 
1594) contams such stnkmg analogies to Shake- 
speare’s play that a connexion between them by means 
of a common source is clearly recognizable. \Ve may 
therefore assume that Shakespeare had before lum an 
older play which also followed the tradiuon just men- 
tioned, and which made Caesar use the same kind of 
^nguage Shakespeare, by accepting it, intermingled 
Iwith die realism of his representauon an ahen element, 
which at least m his case should not be interpreted 
realistically, for the reasons already adduced No doubt 
the informauon which Caesar gives of himself is meant 

* Publications of the Modem Language Assoc, of Amenca. 
XXV (1910), p 183 sq ^ 
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by S/iakcspeare to correspond exactly wtb his real 
character. It would not surpnse us if we heard it 
uttered by another person about Caesar It perfectly 
agrees with what we are told in other passages abott 
the man who has become a god, the ‘colossus* who 

should get the start of the majestic world, 
And bear the palm alone 

Evidently, however, there is no mtenuon of chaig- 
ing Caesar witli die odium of vanity or vaingloiy 
because he says these tilings There is as htde reason 
for regarding Caesar as a bra^art on account of the 
praises he applies to himself as there is to style lago or 
Clotcn in Cjm 3 e/ine (jti v 113) cynics merely because 
they talk of dicir own behaviour as ‘inavery’ 0^ 
‘villainy’ Here again we reach the limits of realism 
and arc laced by a dramatic tradition of an unrealisuc 
type stmtlar to that which allows the villain to take the 
audience into his confidence At the same time diere is 
no denying that Caescr is meant to show self-esteem 
and pnde Above all, Shakespeare cannot imaguie this 
great figure widiout a great measure of pathos in his 
speeches, die same kind of pathos which is frequently 
associated in his mind with the idea of classical an- 
tiquity Here it appears in a pecuhanty of Caesar’s 
dicuon in passages whicli undoubtedly are due to 
Shakespeare’s own invenuon He likes to speak of 
himself in die third person (‘Caesar shall forth’, and 
other similar expressions) This circumstance has in-k^ 
duced serious students of Shakespeare to regard it as/ 
possible that Shakespeare has naively followed Caesar’s 
book on the Gallic War, where he always speaks of 
himself m the third person and calls himself by name 
A glance into the histoncal plays, however, would 
have been suffiaent to show that Shakespeare also 
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makes other great figures, who have not written any 
historical treatises in the third person, speak of them- 
selves m the same manner whenever they grow 
^thetic, as, for example, Richard II 

What must the king do now^ Must he submit^ 

The king shall do it must he be deposed * 

The king shall be contented must he lose 

The name of king* (ni 3 *43) 

Or 

Long mayst thou live in Richard’s scat to sit, 

And soon he Ricliard in an earthy pitl 

(iv 1 218 *) 

The difference between these cases and that of 
Caesar is that in him diis trait is more strongly em- 
phasized, ]ust as his self-charactenzation, compared 
with the instances mentioned above, is more obtrusive 
We may perhaps add that from this trait we can infer 
the manner in which Caesar ought to be acted He is 
not conceivable without an extraordinary display of 
pathos This adherence to tradition can in many cases 
be secured only by avoiding the realistic style, a de- 
parture which would strike us nowadays as highly 
amfiaal But be this as it may, the example shows that 
if we wish to know how the author himself wants us to 
understand lus characters we must in every case look 
closely at what they say about themselves, and we 
ought to take these utterances far more seriously, and 
■/w m them a more direct expression of the author’s 
'intention, than our modem dramauc technique would 
allow us to do 

‘ Similarly, Awg Zear (i iv vjC seq), Antony and Cleopatra 

(IV XUl teq ), &C. 
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‘HENRY V’ 

W ITH Henry tlierefore, Shakespeare reached the 
climax of exterior life, it is at once a conclusion 
and a beginning It is not pnmanly a patriotic play, 
for tile First Chorus knows notlung of patnousm nor 
of England, but only of a Muse of fire which would 
ascend the brightest heaven of invention by discovenng 
a challenge between mighty monarclues Patnotisin 
certainly keeps breaking in, but ratlier like die army 
Itself the mass behind Henry is dramatically an 
English mass, and as the play proceeds he become 
more and more an English king So much must bi 
allowed to the patriots, it is, however, for them tc 
allow that lie becomes somediing else and more 
as weW, and rf ts m dist something more that hss 
peculiar strengdi lies 

Before defining that, however, and his own words 
define it, it may be well to remark a few of the differ- 
ences between Henry V and its precedent Henry IV i 
The newer manner of the blank verse itself is accentu- 
ated, It gains in speed Less even than in Henry IV 
are there any involutions or adornments, its move- 
ments, like the action of die persons, admit of no de- 
lay It has lost superfluity, though it has not yet gained 
analysis No word blurs, but each word does not yet' 
illuminate, as each was to illuminate in that later play^ 
of action and vision, Antony and Cleopatra Here it is 
equivalent to the King’s desire and the King’s deed, 
and equals die one widi die other But there is, at firsti 
no vanation between the King and other characters, 
as there is variation between die Pnnee and Hotspur 
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and FalstafF in Henry IV •what the King is, he is, and 
the others are apart from him In fact, the next differ-' 
ences between the two plays are (i) the omission of 
Hotspur, and (u) the omission of FalstafF It will be 
that Hotspur is dead before Henry IV ends and 
FalstafF dies soon after Henry VhegjOiS But whatever 
histoncal necessity or moi^ convenience compelled 
those two deaths, the result is to leave the stage free 
not only for King Henry himself, but for something 
else — ^for the development of the idea of honour In 
Henry IV honour had been pecuharly die property of 
Hotspur, and it had seemed hke being his property in 
a narrower sense He had regarded it almost as if it 
were something he O'wned as he owned his armour, 
something that he could capture and possess 
By heaven methmks it were an easy leap 
To pluck bnght honour from the pale-fac’d moon, 

Or dive into the bottom of die deep, 

Where fathom-hne could never touch the ground. 
And pluck up drowned honour by the locks. 

So he that doth redeem her thence might wear 
Without comval all her digmues 


Agamst this splendid and egotistical figure is the 
figure of FalstafF Up to the last act of a Henry IV the 
distmcuon of FalstafF had been that, though he may 
want a lot for his comfort, he does not need it for lus 
complacency Hotspur, without a sense of his own 
honoi^, feels himself defiaent, it is why he rebels 
/rals^ witliout the same sense, feels himself free, it 
its why he runs away or fights as circumstances and his 
^ common sense dictate Henry V might have been 
made like either of them, in faci^ he was made hke 
eidier Neither Hotspur nor FalstafF could suit the 

Muse offire or the bnghtest heaven Honour iTst for 

«enry m his own play be something consonant with 
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tiiat bnghtness, and that invention discovered a phrase 
which made honour more than reputauon — ^whether 
for possession or repudiation 

And those that leave their valiant bones in France, 
Dying like men, tliough buned in your dunghills, 
They shall be fam’d, for there die sun shall greet them, 
And draw dieir honoum reeking up to heaven, 
Leaving their eanhly parts to choke your clime. 

Their bodies are dead, their honours hve;, but not 
as fame upon eartli Tlie heaven of mvennon is to 
suggest this odier heaven, die honour of poetiy is to 
show the honour of die spint m challenge It is a little 
reminiscent of Lyetdasy where also Fame is trans- 
muted into someuung pleasing to ‘all-judging Jove’ 
The honours which so live are die spirits and souls of 
die righteous — anyhow, of the nghteous at Agmeourt 
It IS to Henry diat die idenuficauon is given, it is for 
Iiim that honour is now a name for man’s immortd 
part If that venture of war which is the result of 
the challenge between two great worldly powers, 
two mighty monarchies, is defeated, this end at least 
is left to those who carry diemselves well in that 
venture 

As far as the war itself is concerned, the play did not 
attempt any illusion It put war ‘in the round’ The 
causes of it are diere, dynastic claims are the equiva- 
lent of the modem presage of governments The 
force of the verse cames the sincerity of the mten- 
don, and the tennis-balls are part of die cause of the'v 
war, that is, the odier monarchy is also involved ^ 
Any insincerity is part of the way of dungs, but in- 
sufficient to cloud die glory of die change In dus 
sense Shakespeare dircw over the diplomaoc advice 
of the King in Henry IV ■ss well as the martial egotism 
of Hotspur 
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Besides the causes of war there is, in the first Har- 
fleui scene, what a soldier-poet called ‘Joy of Battle’, 
so, with a homd faithfulness, in the second Harfleur 
iKrene, is tlie usual result of Joy of Battle So, finally, 
in the field before Agincourt, is a kind of summing- 
up War is not so very much more dangerous tlian 
peace, one is almost as likely to be killed one way 
as the other ‘Every soldier’s duty is the King’s, but 
every subject’s soul is his own’, which if he keep 
clean, it does not very much matter whether he lives 
or dies Death is not all tliat important — to Henry 
(who in the play was going to fight), to the lords, to 
the army, and, as a consequence, to the auzens of 
Harfieur The Duke of Burgundy’s oration in tlic 
Jast Act describes all the general advantages of peace, 
but It does not do more. Peace, as a general thing, is 
preferable to war, but life is pretty dangerous any 
way — pretty bloody, m every sense of tlie word — and 
a healdiy male adult should be prepared for death at 
any moment So what does it matter ^ It is not the 
modem view, but we are not Elizabethans, and our 
police are effiaent 

Honour then — the capacity to challenge the world 
and to endure the result of challenge — ^is the state to 
be coveted 


But if It be a sin to covet honour, 

I am the most offending soul alive 

^Those hnes come from the most famous of Henry’s 
) speeAes But there is another and much shorter and 
famo^ speech wluch tiuows a stronger light on 
nenry There had been a nunor cnsis — the con- 
sp^cy in the Second Act— before the great cnsis of 
©ncourt But m no one has the least interest in the 
rd Scroop of Masham, and as no one can feel the 
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King himself lias had time to love him belund the scenes 
cither in Henry IV or Henry V^ die conspiracy fails to 
excite We arc left to listen to the King being merelj 
vocal When, however, the central crisis approachei 
Shakespeare had anodier way of being equivient toil 
Tins comes in the English camp by night before the 
battle, very soon after the greatest thing in die play, 
die sublime Fourth Chorus In that Chorus a change 
had been presented as coming over the whole war 
Tlie venture had gone wrong, die challenge delivered 
to the world of the French had been accepted and that 
French world had trapped the English army and was on 
die point of destroying it At die pomt of that pause 
the Fourth Chorus delivers its speech, descnbing the 
night, die gloom, and the danger. But its speedi, if 
the words are literally followed, has two futures The 
first IS Agincourt, die second is the tragedies There 
IS not only a change in He»/y V, there is a still darker 
change away from Henry V The Muse of fire has 
been ascending her heaven — ^that is the poetry’s ov/n 
desenpuon of what it has been trying to do But now 
It direedy suggests diat it is doing something quite 
different 

Now entertain conjecture of a time 

When creeping murmur and the ponng dark 

Fills the wide vessel of the universe 

Tlie word ‘universe’ means, certamly, earth and 
heaven in diat darkness before die batde But there 
seems no reason why it should not also mean ‘universe’ 
in the accepted sense, the whole world and the whole 
heaven, including the brightest heaven of poetry with 
which we began It is all this which is beginning to 
be filled with creeping murmur and the ponng dark. 
Poetry and (so to speak) life are being occupied by 
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this universal noise and night. It is not yet so fixed, itis 
but a guess and a wonder ‘Now entertain conjecture — ’ 
It IS die prelude to all the plays that were to come 
From poetry thus conceiving of its own probable 
^smess, both locally at Agincourt and umversally, 
and Its future, two other enlargements follow One 
concerns the Enghsh army, the other, the King 
The Must of Ftre is compelled to beliold the 
army as ‘so many bomd ghosts’, and the description of 
the soldiers is that of men who are m the state she has 
described It is an army but it is also humanity To 
‘sit panendy and inly rummate die morning’s danger’ 
IS a situation familiar enough to us in peace as to them 
in war, if ‘danger’ also may be given a wider meamng 
than that of batde Illness, unemployment, lonehness, 
these are the things that make sacrifices of ‘the poor 
condemned English’, that make them ‘pinuig and pale’ 
It IS among such a host of spectral images of mankind 
that the King moves, and the Chorus imagines him as 
their contrast and support ‘the royal captam of this 
nuned band’ It remains true, however, that the 
Chorus has to do this without having had, up tn that 
pomt, much support from the play itself Henry has 
been cheerful and efSaent and warlike and friendly, 
but he has not suggested to us his capacity for being 
an almost supernatural ‘htde touch of Harry m the 
mght' The wider and the darker the mght, the more 
that gleam shines But why ^ 
j The cause follows When the King appears he is 
\ sp^ng, more or less hghdy, of the advantages which 
evil ch^ces bnng with them It is not a pamcularly 
onginal remark, not a moment of ‘great insight’, and 
we need not perhaps suppose it is meant to be solemn 

dIfSn''®K sudden 

difference between Henry and all the rest appears 



l86 CHARLES WILLIAMS 

'Tis good for men to love their present pains 
Upon example, so the spirit is cas’d 
And when the mind is quicken’d, out of doub^ 
T]ie organs, though defunct and dead before, 
Break up tlicir dron sy grave, and new ly move ■ 
Witli casted slough and fresh legenty 

This IS the centre of Henry’s capacity He ‘loves 
Ills present pains, and his spirit is therefore eased He 
has ratlicr more tlian accepted darkness, danger, defeat 
and death, and loves them It is this which gives him 
a new quickening of the mind, new motions of the 
organs, it destroys sloth and the drowsy grave of 
usual life It IS tins love and tlie resulting legenty of 
spint which enable him to be what the Chorus de- 
scribe, and what tlie rest of the Act accentuates ^ 

Upon his royal face tlicre is no note 
How dread an army hatli enrounded him, 

how can tliere be when he loves being enrounded? 

But freshly looks and overbears attaint 
Witli cheerful semblance and sweet majesty. 

It IS preasely a descnption of what he has done within 
lumself Therefore every wretch 'plucks comfort from 
his looks’, receiving the ‘largess umversal’ from his 
liberal eye — ^from the eased spint, the quickened mind, 
the moving organs, which are the effect of Ins love for 
present pains 

Perhaps this also was someclung of the explanation;^ 
of the dead Falstaff, perhaps Henry was more like bs ^ 
old acquaintance than he ^together knew Only the 
%vrord ’love’ can hardly be used of Falstaff in any sens^ 

It was by no accident or haste that Shakespeare could 
not show him in more ‘love’ than the odd possibility 
of lechery excites He enjoyed his dilemmas m the 
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sense that he enjoyed being equal to them, but Henry 
enjoys them because he is careless of tliem 

There is a distincuon, and it lies in tlie fact that the 
Kmg’s spmt is ‘honour’ whereas FalstafTs is tlie rejec- 
/on of ‘honour’ It also lies in the fact tliat Falstaff 
loes die when he cannot conquer ‘the King’s unkind- 
less’ If ever Falstaff’s spirit was drawn reeking up to 
leaven, he would only enter it on his own terms, but 
■lenry will enter it on Heaven* s terms It is Falstaff's 
greatness that we are delighted to feel heaven give way 
o lum, Henry’s that we are eased by his giving way 
o heaven But the artistic difference is that there is 
■10 more to be done m the method of Falstaff — he is 
:omplete and final He can be continually vaned and 
repeated, but he cannot be developed Henry is com- 
plete, but not final For he, in whose honour there 
IS no self-contradiction, could love his pains simply 
because there -was nothmg else to do except run 
away, and that the same honour forbade The genius 
of Shakespeare proceeded, however, immediately to 
imagine an honour in which self-contradiction did 
passionately exist, it emerged as Brutus, and was set in 
front of a power which was more ‘monstrous’ than that 
of the French army, he called tliat monstrosi^' Caesar, 
and made another play out of those other conditions, 
in which the cnsis is a more deeply intenor tiling, and 
the heaven of honour begins itself to be at odds 
Henry then has made of his crisis an exaltation of 
<his experience, he has become gay This gaiety— a 
‘modest’ gaiety, to take another adjective from tlie 
Chorus— 5 asts all through the Act It lightens and 
saves the speech on ceremony, more especially, it 
illuminates the speech to Westmoreland In view of 
the King’s capaaty the stress there may well be on the 
adjecuve rather than the substanuve ‘We few, we 
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stomach for the fight, his ofier of crowns for convoy, 

haSr ^ possible he vill 

have no one there who does not love to be diere. H* 

expense of the old men’s 'tall stones’ 
e battle, and at die French demand for ransom, 
we are dean away from the solemn hero-W and 
therefore much more aware of the Harry of the 
<-horus, Md of the thing he is— the ‘touch of Hany in 
the night Tlie very last hne of that scene— ‘how thou 
p easest, God, dispose die day’ — is not a prayer of 
resignation but a cry of complete carelessness What 
does It matter what happens^ 

It IS a legenty of spm^ the last l^eniy before the 
tragedies Hamlet was to have a touch of it, but there 
IS litde else, m the greater figures, unni, as from be^ 
yond a much greater distance it is renewed by a 
phrase Kent uses of the Fool m Lear Who, says a 
Gendeman on the moor, is with the King ^ 

None but the Fool, who labours to outjest 
His heart-struck injunes 

Henryv’s injunes are not heart-struck, he is no tragic 
%iire l^ut he deserves more gready than has perhaps 
^ways bkicn allowed The Muse, entertammg con- 
jecture of and dreadful world, conjectur^ also 

a touch m nigh^ the thawmg of fear, a ro}'al 
^ptain of a ’ed band, and conjectured the nature 
of the power «r'snV'’® ^”*1 consequent lighmess diat 
''“■Hs through dJi poraig dusk ' , 
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all No otlier of Shakespeare’^ pla}s so misses a 
dtamaDc, a theatrical, conclusion, it ends indeed tintli 
the vague statement, by both armies and individuals, 
‘Well, we’ll all fight again to-morrow’ Its lo\e-con- 
IS left as unconcludcd, compared to every otlier 
Shakespearian love-affair, as its war, and we know that 
dus was not because Shakespeare minded huddling up 
his characters in order to end a play Hortcnsio and 
the widow at the beginnmg of lus career, Camillo and 
Pauhna at the end, are examples of dus He might not 
have been able to deal widi Troilus — owing to the 
tradition — quite as easily, but diat he should have 
desired no rounder ending is inconceivable 

Even the theme of Aclullcs is left unfinished Tlie 
pohey of Ulysses, by which Achilles was to be brought 
^from his tent into the field, produces no result he has 
only succeeded m making Ajax as proud as Achilles, 
,< Vho himself — ^in spite of Ulysses’ medicinal treatment 
— does not emerge until the death of Patroclus So, as 
Thersites says, ‘pohey grows into an ill opinion’ 

These three themes of the play then are abandoned 
just as the fight bem'een Ajax and Hector is abandoned 
But the abandonment is not only on the side of action, 
but of intellect also 

Troilus and Cressida differs posiuvely from die 
other plays m this— that there are here two full-dress 
debates which are not paralleled elsewhere Tliere are 
discussions elsewhere, some shorter, some longer, 
Aere are the King and his lords in Zoye’s Labour's 
\Lost who talk of what had better be done about their 
TOWS to Study, and King Henry V’s consultation of 
the Archbishop about his invasion of France and so 
on But none of these have, to anydung like the same 
«tent, Ae senous intellectual aigument of the two 
Troilus debates The first is the discussion between 
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the Greek generals about the unfortunate posiuon of 
tile war It is interesting because the first 54 hnes are 
an example of Shakespeare’s wonderful capacity for 
saying nothing particular at great length — and saying 
It superbly Agamemnon opens by saying 

I Every eartlily design falls short of what was 
hoped 

Checks occur in everything 
Every action fails to carry out the onginal 
intenuon 

These things are sent to try us 
They show us what men are made of 
We find out by these difliculues which men are 
really capable of perseverance 

This takes lum 30 lines Nestor then adds 

j WJien things go smootWy everybody is happy (J 
2 But in dark hours we discover who has pluck 
and who has not 

Hus takes him 24 lines 

The second debate takes place between the pnnces 
of Troy on the Greek proposal (of which nobody up 
to tlien has heard a word) that, if the Trojans will give 
up Helen, the war shall be concluded, without any 
indemmues or annexauons There ensues then — a 
thing unique in Shakespeare — a two-hundred line dis- 
cussion which passes from Helen to an abstract ques? 
tion What exactly is value ^ ^ 

ffect Brother, she is not worth what she doth cost 
The holding 

Tro What IS aught but as 'ns valued ? 

Hecf But value dwells not in particular will. 

It holds his estimate and dignity 
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As well wherein ’as preaous of itself 
As in the pnzer ’Tis mad idolatry 
To make the service greater than the god 

Here, if anywhere, here, with really good argu- 
rpfents being exchanged, wiA a philosophic basis and 
a pamcular topical example to illiumnate it, here we 
might expect Ae Shakespeare of whom we heard so 
much m our youth — the teacher, the philosopher, the 
sage — to solve for us one of our profoundest problems 
How are we to value things ^ What prmciple of re- 
ladvity ought to govern our acaons ? Shakespeare sets 
the two arguments, each with its full emoQonal vitality, 
against eadi other, and then causes the protagomst of 
one side to throw up his whole case. Hector has 
throughout been insisdng that Helen ought to be 
^en up, at the end of the scene we find, not only that 
Tie does not intend to act on bs own belief, but that 
he never has intended to act upon it 

Let Helen go 

What merit’s m diat reason which demes 
The yielding of her up? 

If Helen then be wife to Sparta’s king. 

As It IS known she is, these moral laws 
Of nature and of nanons speak aloud 
To have her back return’d thus to persist 
In doing wrong extenuates not wrong, 

But makes it much more heavy Hector’s opinion 
Is thus, m way of truth yet, ne’ertheless. 

My spntely brethren, I propend to you 
In resoludon to keep Helen sdll, 

I have a roisdng challenge sent amongst 
The dull and facaous nobles of the Gieeks 
Will strike amazement to their drowsy spints 
I was advemsed their great general slept 
Whilst emuladon in the army crept 
This, I presume, will wake him. 
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And we are not meant to blame Hector for this, he 
IS not presented as a blameworthy character It might 
be argued tliat Ins own desire for personal glory is to 
be supposed to overcome his mtellectual beliefs, but 
in tliat case, with a consciousness so developed as\'j 
Hector’s, so vivid and complex a mind, we might 
reasonably expect to see something of an mtenor con- 
flict. He shows no hesitation at all at his inconsistency 
But as a result of this inconsistency of course the whole 
discussion stops — ‘their unanimity is wonderful’ The 
intellectual arguments then are ^andoned — ^as intel- 
lectual arguments — preasely as the action — as action 
— ^is abandoned The whole play is full of this sense 
of things being left ‘in the air’ 

It IS an old observation, again, tliat Troilus possesses 
an unusually Latimzed vocabulary, sometimes usei 
witli an awjkwardness which is unlike the normaJj 
Shakespeare and at times becomes almost funny For 
tlie most striking examples — 

Checks and disasters 

Grow in the veins of actions highest rear'd, 

As knots, by tlie conflux of meenng sap. 

Infect the sound pine and divert lus grain 
Tornve and errant from his course of growth. 

Why tlien, you princes, 

Do you vnth cheeks abash’d behold our works, 

And call tliem shames ^ which are indeed nought else 
But the protractive tnals of great Jove 
To find persistive constancy in men 

’Tis mad idolatry 

To make the service greater than the god. 

And the will dotes that is inclinable 
To what infecuously itself affects. 

Without some image of the affected ment. 



•troilus and cressida’ and ‘hamlet' 193 

But I attest the gods, your full consent 
Gave wuigs to my propension and cut off 
All fears attending on so dire a project 
For what, alas, can these my single arms^ 

^^hat propugnauon is in one man’s valour, 

Sith yet there is a credence in my heart, 

An esperance so obstinately strong, 

That doth invert the attest of eyes and ears. 

As if those organs had deceptions functions. 

Created only to calummate. 

The voices of these characters labour with an un- 
accustomed trouble, their learned mmds choose words 
with difficulty, instead of their high passion choosing 
their words for them They have a speciously intel- 
let^al vocabulary, they toil at definmg themselves in 
^rms of the mind Their subtleties are subdeues of 
ijtgument, they lack the consummation of essential 
bemg 

Or almost lack it. For this play, full of abandoned 
action and arguments, yet contains one of the very 
greatest achieving Imes m all Shakespeare, and one of 
the most splendid and complex speeches It contains 
one of those moments where the poetry of human ex- 
penence is as subhmely itself as ever before or after 
Speech and hne both occur m v 11, after Troilus has 
become aware of Cressida’s mutabihty He is changed , 
and that change is not only in him, it is paralleled and 
^pressed by a change in Shakespeare’s own manner 
.jSoilus, like Wordsworth, undergoes an entire sub- 
version of his whole experience — ^he is given up to ‘a 
conflict of sensations without name’ 

To that conflict Shakespeare devoted a speech, but 
he expressed it also m a hne. And that hne is no longer 
an mtellectual statement, however thnlhng, oraJbeaun- 
ful reverie, however moving — ^it is a synthesis of at- 
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pcnence, an achievement of a style, the style for which 
Troilus and Cresstda had been looking 
The cnsis which Troilus endured is one common 
to all men, it is in a sense the only mtenor cnsis worth 
talking about It is that in which every nerve of 
body, every consaousness of the mmd, shneks that 
something cannot be. Only it is 

Cressida cannot be pla5nng with Diomed But she 
IS The Queen cannot have mamed Claudius But she 
has Desdemona cannot love Cassio But she does 
Daughters cannot hate then* fatlier and benefactor 
But diey do The British Government cannot have de- 
clared war on die Revolution But it has Tlic whole 
being of die victim demes the fact, the fact outrages 
his whole being This is indeed change, and it was 
cliange widi whicli Shakespeare’s genius was cdfs 
cerned 

This shei' no, diis is Diomed’s Cressida 
If beauty liave a soul, tills is not she, 

If souls guide vows, if vows be sancuraony. 

If sancumony be die gods’ dehght, 

If there be rule in unity itself, 

This IS not she O madness of discourse, 

That cause sets up with and against itself; 

Bi-fold authority 1 where reason can revolt 
Without perdmon, and loss assume all reason 
Without revolt diis is, and is no^ Cressid 
Widun my soul there doth conduce a dght 
Of this strange nature, that a thing inseparate 
Divides more wider than the sky and earth. 

And yet the spaaous breadth of this division 
Admits no orifice for a pomt as subde 
As Anachne's broken woof to enter 
Instance, O instance I strong as Pluto's gates, 

Cressid is mine, tied with the bonds of heaven* 

Instance, O instance! strong as heaven itself. 
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The bonds of heaven are slipp’d, dissolv* d and loos’d, 
And with another knot, five-finger-tied. 

The fractions of her faith, orts of her love. 

The fragments, scraps, the bits, and greasy reliques 
•^f her o’er-eaten faith, are bound to Dionied 

Troilus sways between two worlds His reason, 
without ceasing to be reason, tells lum that this appear- 
ance of Cressida is not true, yet his loss is reasonable 
and cannot protest because dus is the nature of things 
Entire union and absolute division are experienced at 
once heaven and the bonds ofheaven are at odds All 
this IS in his speech, but it is also in one line. There is 
a world where our modiers are unsoiled and Cressida 
IS his, there is a world where our mothers are soiled 

S d Cressida is given to Diomed What connexion 
ve those two worlds ^ 

\ 

' Nothing at all, unless that this were she 

This IS the ‘inseparate thing’ at a distance from winch 
the earher debates took place Agamemnon and 
Nestor had made orations ^out the disappointments 
of hfe, the feilure of ‘the ample proposition diat hope 
makes’, and the need of courage and patience Ulysses 
had answered by pomtmg out that degree and order 
were being lost, and had descnbed what happens when 
degree is lost. It was all very wise, very noble, talk 
But m Troilus the dung has happened the plagues, 
portents, and muumes have begun to ‘divert and crack, 
-i6id and deraanate’ his being Order is wholly lost — 

Take but degree away, untune that strmg, 

And, harkl what discord follows 

If there be rule in umty itself. 

This IS not she O madness of discourse. 

That cause sets up with and against itself 



CHARLES WILLIAMS 

The Greaan princes were in dismay and grief— 
‘what gnef hath set die jaundice on your cheeks But 
Troilus, had Hector asked him a similar question, 
might have answered with Wordsworth , 

Gnef call it not — [’us] anything but that^ 

A conflict of sensations without name 


The conflict is recognized ‘with glory not its own’ in 
Troilus’ single line 

It might be too much to say that the line is the first 
place in which diat special kmd of greatness occurs in 
Shakespeare, but it is, I dunk, true to say that never 
before in his work had such complexity of expenence 
been fashioned into such a full and final Ime It is his 
power entering into a new freedom. 

But this freedom is of another kind from the genei;^ 
beliaviour of his poetry m Troths The importance o£ 
Troths IS diat we have Shakespeare’s genius, as it were,* 
compelling itself to look for a way of doing dungs, 
trying out one way and findmg another It has been 
said that he was, in parts of Troilus, trymg to write as 
Chapman sometimes wrote But why was he trymg 
for dus, if indeed he was ^ Because he was trying to press 
deeper and deeper mto the complexities of expenenc^ 
and because at first he tned to do it by a philosophical 
vocabulary, by intellectual summary, by argument. 
He came near to making ‘long orations’, he passed — 
at a distance, but he passed — the place where 


opinions every day 
Grow into consequence, tiU round my mind 
Tliey dung, as if tliey were its hfe, nay more. 

The very bemg of the immortal soul [Prelude, xi 219 ] 


> 


The dispute of value is a real and intense dispute, 
yet It IS abnipdy abandoned — ^not so much by Hector 
as by Shakespeare making use of Hector It is not 
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there that he must dwell, in the councils of the philo- 
sophers T^s IS not to be his poetry, a greater thing 
awaits him, a thmg he has not yet fully attempted — 
change m the soul of man. His gemus itself changed, 
ijdiegan to create hnes so profound and mtense that 
they cannot be anal3rsed 

Nothing at all, unless that this were she — 

that he analysed himself But that was the forerunner 
of other hnes, unanalysable — 

She should have died hereafter 

It IS the cause, it is the cause, my soul 

On those hnes there is perhaps no better comment 
dm his own they admit 

no orifice for a point as subtle 
As Anachne’s broken woof to enter 

-f we take another ‘problem* play we find a difierent 
but related effort. 

Measure for Measure, as a play, is not a collapse as 
Troilus was, but neither is it a completeness as Othello 
was to be. It has a beginning, a middle, and an end 
only they all belong to different ways of writing 
Measure for Measure We can recognize in the middle 
the play of which we heard the beginmng, and m the 
end both that and the play of which we heard the 
middle The end is perhaps the least effective — ^it has 
less poetry m it than the other parts, but as it is the 
“^nly end we have we must do our best with it. Isabella 
IS a httle badly treated by losmg her proper place, but 
then Angelo loses an entire three-fifths of bs play, so 
she did in fact have her revenge on bm So did 
Qaudio, who, m the imddle, occupies Angelo’s plac^ 
and the topmost peak of poetry m the play. 
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Yet if one could give up tliat death-speech for any- 
tlung, and sull more the whole scene of confronung 
persons and values in which it occurs, it would be fora 
greater knowledge of Angelo It is the cessation of aD 
concern with him that makes the play so unsaUsfe, 
tory Wliy — ^with what poetry — did he determine to 
have Claudio executed ^ How — ^in what poetry — did 
he find lumself when Manana left him ^ It is true he has 
one speech (i v iv) summing up both, but we could have 
done with much more It was not to be, Shakespeare 
had moved away from the contrast between the un- 
tempted Isabella and the tempted Angelo to the con- 
trast between the sull-untempted Isabella and the 
tempted Claudio It is tlus failure of temptation even 
to tempt her that makes the concluding threat of 
mamage from the Duke so unsansfactory What! s&e 
whose inviolable will desired stnet rules m the convenj 
and accepted the stnet laws of Verona, and demeo- 
Angelo's fair promises and Claudio’s anguish, she to 
fall to a couple of lines from the Duke? ‘It cannot be, 
It IS impossible ’ Her entreaty for Angelo’s life shows 
no lessening of her own impenous self-possession 
Shakespeare might have persuaded us of a change in 
her no doubt, the fact remains that he did not. After 
the Claudio scene the poetry falls away mto ordinary 
busmess, and mdeed is often exchanged for prose The 
mere operations of the play conclude enses ongmally 
proposed in poetry It is for this reason that Manana- 
attractive enough m herself— is, for the play, uncour 
vmcmg No one, I suppose, is ever quite certain tha? 
Angelo treated her as badly as she and the Duke make 
out. For the mtense conflict between Angdo s red 
austenty and real lusl^ the precise fact that it does need 
nothing less tlian ‘a thing enskied and sainted’ to cause 
his fall, removes him mto a world where behefs con- 
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cemmg him must be of that same poetic nature They 
must conform to his poetic greatness, and this the 
statements concerning him hardly do 
^ am a htde mchned therefore to suggest that in 
•Measure far Measure Shakespeare agam half-tned a 
method which he abandoned The three great scenes 
are not, certainly, arguments m the sense of the debates 
m Troths But Aey are certainly combats of values in 
a manner in which there is no^ng m the following 
tragedies The very fact that Isabella is not tempted 
leaves those combats undecided She and Angelo part 
with their confhct unresolved, and it is more than a 
personal struggle — ^it is ethical We do not merely 
think ‘Will she give way^* We think ‘Ought she to 
give way There was certamly no need for Shake- 
sj^eare to deade, the important thing is tliat he never 
'bo clearly raised such a question agam One may tlunk 
about Othello, Lear, hfacbeth, ‘O he’s going to — do 
so and so’, even ‘Will he — ?’ But never ‘He ought 
not to kill his wife’, or what not 
Measure for Measure, then, remains poetically, like 
Troths, an abandoned play There may be every kind 
of noble lesson in it, but they have not been discovered 
by poetry After it we are no more allowed to say 
‘What pnnaple should govern man^’, we are to be 
permitted only to find out how much man can endure 
and Still hve Othello ts tempted and falls, and we 
follow him to the end 

As for All ’s Well, it seems to matter less than any 
It IS more of a play than Trotlus, for it has an ending 
But Shakespeare’s gemus does not seem to be en- 
gaged, Diana’s gaiety at the end is a tiresome bnght- 
ness, and even Helena depends for her praise rather on 
what other people say than on what she shows us The 
Countess is a httle too quick to contemplate her son’s 
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execution In short, everything — ^poetry and charac- 
ters and plot (even ^s!) — is a httle below the Shake- 
spearian par But there is one great phrase in i^ spoken 
by Parolles after his open disgrace — ^ 

Simply the thing I am 
Shall make me live 

That plirase looks forward to the future it is the 
key to Shakespeare’s latest poetry 

I return to Hamlet There has been argument 
whetlier Hamlet does actually delay to kill Claudius, 
and if so why. The ghost of Kyd and the ghost of 
Coleridge have been invoked to explain it In fac^ the 
only explanations of the delay (if it takes place) which 
I do not remember to have seen given are two (i) that 
the Ghost of Hamlet’s father knew his son's naturfe\ 
perfectly well, and intended Claudius to be, not/ 
directly killed but, worried out of his mind by having^ 
Hamlet’s gloomy and threatenmg figure contmually 
about him A reproduction of the Ghost’s own pur- 
gatory round Claudius would be, one would think, a 
much more satisfying revenge than mere straightfor- 
ward death, and in support of this view we have 
Hamlet’s dim reahzation of it m the prayer-scene The 
Ghosi^ after all, must have known how Hamlet would 
be likely to behave, and it is possible that we have 
missed the point of the whole play by our failure to 
attribute sufficient intelligence to that paternal and m- 
timate spectre ^ 

If we abandon this explanation as too (what people^ 
call) flippant, there is a more senous possibihly, and 
that IS (2) that Shakespeare was not then cap^le of 
makmg Hamlet act, that the development of his gemus 
had reached precisely the point where it was intensely 
aware of man’s distracted mind, of its own divided 
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mind, and was not able to solve the problem In short, 
that It IS Shakespeare, and not Hamlet, who is seekmg 
the sprmgs of action, and he rather than the prmce 
'^o therefore here d^ays 

' He made this delay interestmg and exating It was 
part of his greamess that he could, when he chose, 
make anythmg mterestmg and exatmg Wliatever 
state his poetic mmd was m, that was the state which 
he could present to us by thnllmg words m the mouths 
of persuasive characters But the fact that Hamlet is 
wonderful, and that Hamlet is attractive and repellent 
at once, does not alter the other fact that most poets are 
at most tunes trymg to get at something a htde beyond 
their reach, at ‘something evermore about to be’ This, 
m a sense, was Shakespeare’s state up to Troilus — ^up 
^even to Corwlams, he is in a continual condition of 


progress ‘The hiding-places of man’s power’ are not 
yet entirely open to him 

"Whether — ^m the circumstances of the play — ^Ham- 
let does actually delay may admit of argument. But 
his contmual self-accusaaons at least persuade most 
readers and spectators that he does We are, of course, 
m a difficulty here, the play has been and is contmually 
presented from Hamlet’s pomt of view If, for onc^ 
It could be shown us from the King’s, it might 
a difierence. If, m that second scene, the dark and 
oimnous figure poised beside die throne, if diat first 
Ime breakmg out m a suppressed savage hatred, tnaVing 
Jts dreadful half-]eer — 'z htde more than km and less 
^than kmd’ , if the contmual danger of the enmity which 
a pretended dementia (Claudius sees through it) is 
meant to disgmse, if diat suppressed savagery and 
pretended demenua creaung almost a real madness, if 
the bitter stabbmg at Opheha, his mother, and him- 
self— if these things were stressed m their dreadfiilness, 
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we might be aware of more danger and less delay 
This Hamlet would be quite as much Shakespeare’s, if 
less traditionally theatric^ But I think such a produc- 
tion has not yet been given us, and we are therefott 
still under the effect of Hamlet’s own statements aboiJi' 
ihimself And Hamlet’s view is tliat he ts continually 
Idelaymg, unpacking his heart with words 

His own view, lus own kind of consciousness, does 
not change at least until the last act. He is diroughout 
m very much the state that Troilus was to find lumself 
m after he had seen Cressida with Diomed the world 
is executing an appalling outrage on his whole being 
But he neither analyses his state of mmd widi sudi 
mtense exactitude as Troilus was to do, nor can he dis- 
cover widiin lumself the miuanve to action He knows 
he has i^ he sees it, he talks to himself about it. Bui[ 
seeing it is not the same dung as getting it to work 
He can act as well as Troilus and m the same way 
when arcumstances force him — ^Poloraus, the death- 
warranty the pirates, Laertes, the death-scene, ]ust as 
Troilus makes use of the Trojan war to reheve his 
pnvate feehngs But acuon from withm, action of his 
own will, IS beyond him Yes, but Hamlet is, after all, 
a figure m a play To say that he cannot discover with- 
m lumself the imuative of action is to say that Shake- 
j speare could not or would not discover it for him Is 
> It too much to say that Shakespeare would not because 
he could not ^ that he made Hamlet because he himself 
was trying to reach by his gemus a poetic comprehen-k 
Sion of the place where men act ^ I should be perfecdy 
prepared even to accept the view diat when Shake- 
speare began Hamlet he might have mtended to make 
him kill the King much more adequately, that it was 
to be practical and not psychologies difiiculties which 
got in his way. We know — on the testimony of every 
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popular novelist — that the characters of a book insist 
on acting ‘on their avn’, thqr will have their own way 
despite the audior This must make die vTiting of 
bpoks very dif&cult, and the ending of novels almost 
impossible, smce one would think no character would 
be willmg to commit the happy dispatch Tliere is, 
nevertheless, a certam truth m this cheap diatter, and 
the truth is that a work may, m the workmg, become 
a very different dimg from the ongmal intenaon It is 
certainly not beyond possibihty that Shakespeare, 
whose habit of arranging his plays seems often to have 
been casual enough, should have written Hamlet with 
a continual hope of ‘something coming off’ — ‘effort 
and expectation and desire’, to put it Wordsworth- 
lanly that Hamlet’s character formed itself as his 
^'^eator found himself continually disappointed in the 
^effort to find the ‘nght convmcmg word’ It sounds 
an idiotic suggestion, but is it quite impossible that the 
‘To be or not to be’ speech might arise from )ust this 
uncertamty? Of course it is Hamlet’s and refers to 
Hamlet. But it is Shakespeare’s, might it not uncon- 
saously refer to Shakespeare ^ ‘To be or not to be’ — 
do we kill the King or don’t we ^ It has been suggested 
that the speech in Hamlet’s mouth does refer not to 
smade but to kilhng the King It is at any rate ]ust 
possible that Shakespeare began the speech m this 
sense, and as he worked at it found it more and more 
impossible to find out the very words m which Hamlet 
mould reach determinaaon, more and more necessary 
to substitute for a discovery of action a discovery of 
inaction It is )ust possible that this speech is the tum- 
ing-pomt of the play * 

* Thou^ the scene where Claudius is praying is almost 
exacdy Shakespeare saying, T can’t think what words the fellow 
would do It widi So he can’t do it.’ 
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Tlicre Iiad been an uncertain touch in shaping 
Brutus s own personal certainty; there was now a 
certain touch in shaping Hamlet’s uncertainty The 
whole combination of style and subject had sligh^ 
shifted And what tins slufung unity demanded, what 
tlie poetry that was at once its cause and its result had 
to find first, was a more intense knowledge of the out- 
raged heart of man, was (in fact) Troilus 

But It may be that Shakespeare deliberately deter- 
mined to present tlie Colendgian Hamlet But still he 
must then have determined — ^his gemus for poetiy 
must have determined — that for a reason I submit 
tliat tlie reason brings us back to the same place 
he chose to work at a man who did not act (or said he 
didn’t) rather tJian at a man who did I submit tliat he 
possibly chose tliat subject because he felt safer wit^ 
It, more competent to discover it And (lastly) I sub- ' 
mit that this means diat his genius preferred to deal 
witli a man looking for irauauve ratlier than possessing 
inioanve because it had not yet the ‘hberty and power’ 
to discover killing in poetry 
Tliere is a perfeedy definite progression m the pre- 
sentation of the spintual act of killing m the plays In 
die old happy days when die villain came on at the 
beginning, and in a buret of magmficent stuff an- 
nounced diat he was ‘determined to prove a villain’, 
die thing was easy, Richard HI, having need of a 
murderer, calls to die nearest page and asks if he knows 
any one whom gold ‘will tempt unto a dose exploit 
death’ Tlie page fortunately does, immediately calls 
him in, and die whole matter is setded with the utmost 
celenty and convenience By JCing John matters had 
altered a litde, and Shakespeare had got as far as to 
subdue die proposal to the two phrases dropped m 
Hubert’s ear, ‘Death’ ‘a grave’ The assassination 
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of Caesar is partly taken out of the realm of individual 
mouves and made a high matter of state Even Cassius 
IS moved by public as well as private feelmgs, and 
^^tus, of course, acts on the noblest possible pnn- 
Spies throughout, with his usual complete sympathy 
with, and entire disregard of, otlier people But, after 
Hamlet, kilhng is a very different matter It is forced on 
Othello as a result of his own completely changed con- 
saousness, it is raised m Macbeth to become an act of 
the soul The mystenous ‘Third Murderer’ who appears 
from nowhere, with no preparauon, whose utterances 
only make the kilhng of Banquo more certain and easy, 
IS die dimax of murder m Shakespeare he is murder 
Itself He has been taken forMacbeth or merely anodier 
niffian, but the poeuc strength of Macbeth makes him 
more dian that He seems to be kmdred to the Witches 
and more than the Witches, to come from another 
world merely to make damnauon sure 

Macbeth himself is rather like Hamlet, a pnvate 
individual to whom the possibility of kilhng is pre- 
sented As a poetic problem the question of nght or 
wrong does not enter, that the Ghost is ‘good’ and the 
Witches ‘evil’ makes no difference to the difficulty of 
showing forth the setting m mouon of the human will 
It IS at least partly achieved in the later play by the 
presentauon of it as an act already done — ^‘All hail, 
Macbeth! diat shalt be kmg hereafter ’ But nobody — 
not Horatto, not the Ghost^ not Shakespeare — helps 
'Hamlet m that way he is left to find his own impulse 
^f action 

Action, after all, IS a very difficult dung The normal 
acts of our hves are either habitual or compulsory 
Either we act as we are used to act or circumstances 
compel us to some unaccustomed act The extreme of 
our choice is to do or to refram, but the deed is usually 
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a mere vanaaon on our ordinary deeds After our first 
youth hardly anything is strange Take forgery, take 
arson — die mere acts of wnting, of hghung a fire are 
habitual, it is our knowledge of the result and of 
law that makes the vanation They injure others tc^ 
our gam, it is an idea to which we are perfecdy accus- 
tomed and perfectly agreeable But the finahty of kill- 
ing, die strangeness of the act of killing, impose on us 
the need for a deeper impulse, an impulse which nor- 
mally demands intensely vivid arcumstances before it 
can be set in motion, and an intense profit to ourselves 
from the deed Of die forgery of the death-warran 
for Rosencrantz and Guildenstem we might all Ix 
capable But the necessity laid on Hamlet is ever 
heavier, it is to find out a way to act where his owr 
profit is not concerned — it is hterally to act disinter 
estedly, from free will 

Such a discovery — the presentation of such a dis- 
covery, of such a method of action, perhaps it is not 
m the power of man to mal».e But that the genius of 
Shakespeare was searching, if not as deeply as that 
(wluch may be only withm Ae knowledge of sanctity), 
at least all but as deeply, appears certam It was trymg 
to find out — and m poetry to find out is to eiqiress, 
because expression is its only way of findmg out the 
spnngs of human action, which are die sprmgs of 
change. Hamlet, more than most of Shakespeare’s 
characters up to then, is shown us as bemg aware of a 
changed world, but we are not shown the change m^ 
his own awareness It has happened before the play 
begins and it is not recalled Ophelia remembers some 
other Hamlet, but perhaps Ophelia is not the mwt 
trustwordiy wimess In any case, the event of the 
actual change is not presented to us, for that we ha\ e 
to wait for Trodus 
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It IS arguable that a certain acquiescence is to be felt 
in the last act, it is on the last act diat a great deal of our 
‘sympathetic' Hamlet depends But he has radier 
entered the shadow of death than emerged from the 
^dow of hfe His last pnvate utterance — ^the last 
words to Horatio, except for the great ‘Absent diee 
from fehaty* — ^is a cunous one for Hamlet ‘The 
readmess is all ’ But that readiness is for what he shall 
endure, not for what he shall do It makes more 
shapely the end of Brutus, it is a preparation for the 
harvest of Lear It is the maturmg frmt 

01 that a man might know 
The end of this day’s business ere it come. 

But It sufficed! that the day will end, 

^ And then the end is known Come, hoi awayl 

I If It be now, ’tis not to come, if it be not to come, 
It will be now, if it be not now, yet it will come the 
readmess is all Let be 


Men must endure 

Their going hence, even as their coming hither 
Ripeness is all Come on 

What has to end, of course, is the play It is to the 
play’s conclusion that Shakespeare is addressmg him- 
self, It IS that which forces from him an utterance con- 
sonant with the nature of whatever character speaks, 
but consonant also with his genius at that time I can- 
not feel that it is entirely fay accident that that genius 
fin Jxdtiu Caesar^ ended with a desire for, and an ex- 

* It IS a fantasy — and the Ghost of Banquo comes later to 
spoil It— but I have wondered whetlier the Ghost of Caesar 
and the Ghost of Hamlet’s father are a visiotiaiy presentation 
of the visionary power (m Wordsworth’s phrase) which was 
then presang on him, apparitions of the 'sometlung evermore 
about to be 
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least give US several up-to-date Shakespeares If the 
only way to prove tliat Shakespeare did not feel and 
dunk exactly as people felt and thought in i8iy, orin 
i860, or m 1880, IS to show diat he felt and thou^t 
as we felt and thought in 1927, dien we must accept 
gratefully diat altemauve 
But these recent mterpreters of Shakespeare suggest 
a number of rejections on literary enuasra and its 
limits, on general aestlietics, and on the hmitauons of 
die human understanding 

There are, of course, a number of other current 
interpretauons of Shakespeare diat is, of the conscious 
opinions of Shakespeare interpretations of categoiy, 
so to speak which make him eidier a Tory journalist 
or a Liberal journalist, or a Soaalist journalist (though 
Mr Shaw has done soraedung to warn off his cd 
religionists from claiming Shakespeare or from find 
mg any dung uplifting in his work), we have also a 
Protestant Shakespeare and a scepucal Shakespeare 
and some case may be made out for an Anglo-Cathobe 
or even a Papist Shakespeare My own fnvolous 
opinion is diat Shakespeare may have held in private 
life very different views from what we extract from his 
extremely vaned published works, that there is no 
clue in his writings to the way in which he would have 
voted m die last or would vote in die next election, 
and diat we are completely in die dark as to his attitude 
about prayer-book revision I admit that my own ex- 
perience, as a minor poet, may have jaundiced my ouK 
look, that I am used to having cosmic significances, , 
which I never suspected, extracted from my work 
(sucli as It is) by enthusiastic persons at a distance, and 
to being informed diat something wluch I meant 
senously is vers de societd, and to having my pemonal 
biography reconstructed from passages wluch I got 
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out of books, or which I invented out of nothing be- 
cause they sounded well , and to having m} biography 
invariably ignored in what I Jtd write from personal 
expenence, so that in consequence I am inclined to 
JSheve that people are mistaken about Shakespeare 
ust m proportion to tlie relative superiority of Shake- 
speare to myself 

One more personal ‘note’ I believe that I have as 
high an estimate of the greatness of Shakespeare as 
poet and dramaust as any one living, I certainly be- 
he\'e that there is notliing greater And I would say 
that my only qualihcauon for venturing to talk about 
him IS, that I am not under the delusion that Shal c- 
speare in the least resembles myself, either as I am or 
as^I should like to imagine myself It seems to me tliat 
pne of die cliief reasons for questioning Mr Stracliey’s 
Shakespeare, and Mr Murry’s, and Mr Lewis’s, is 
■die remarkable resemblance which diey bear to Mr 
Strachey, and Mr Murry, and Mr Lewis, respectively 
I have not a very dear idea of what Sh^cspcarc wps 
like But I do not conceive him as very like either Mr 
Strachey, or Mr Murry, or Mr Wyndham Lewis, or 
myself 

We have had Shakespeare explained by a variety of 
influences He is explained by Montaigne, and by 
Machiavelli I imagine diat Mr Strachey would ex- 
plain Shakespeare by Montaigne, though this would 
also be Mr Strachey’s Montaigne (for all of Mr 
5trachey’s favounte flgures have a strong Stracliey 
physiognomy) and not Mr Robertson’s I think that 
Mr Lewis,m ^eintenselyintercsung book mentioned, 
has done a real service in calhng attenuon to die impor- 
tance of Machiavelli m Elizabethan England, diough 
this Macbavelli be only the Machiavelli of the Contre- 
Machiavel, and not in the least the real Machiavelh, 
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a person wliom EJjaabetJjan England was as iflcsp- 
able of understanding as Geoigian England, or any 
England, is I think, however, that Mr Lewis has gone 
quite wrong if he thinks (I am not sure what be tbiris) 
that SJiakespeare, and Elizabethan England in genera^ 
was ‘influenced* by tlie thought of Machiavelli I think 
tliat Shakespeare, and odier dramatists, used the popu- 
lar Machiavellian idea, for stage purposes, but this idea 
was no more like Afachiavelli, who was an Italian and 
a Roman Chnsuan, than Mr. Shaw’s idea of Nietzsche 
— ^whatever that is — ^is like the real Nietzsche. 

I propose a Shakespeare under the influence of the 
stoicism of Seneca But I do not believe that Shake- 
speare was under the influence of Seneca I propose it 
largely because I believe that after the Montai^e 
Shakespeare (not tliat Montaigne had any philosoph 
whatever) and after the Macluavelh Shakespeare, 
stoical or Senecan Shakespeare is almost certain to bt 
produced I wish merely to disinfect the Senecan 
Shakespeare before he appears My ambitions would 
be realized if I could prevent him, m so doing, from 
appeanng at all 

I want to be quite definite in my notion of tlie 
possible influence of Seneca on Shakespeare I thii^ 
It is quite likely that Shakespeare read some of Seneca’s 
tragedies at school I think it quite unlikely that 
Shakespeare knew anything of that extraordinarily 
dull and uninteresting body of Seneca’s prose, which 
was translated by Lodge and pnnted in 1612 So fSA 
as Shakespeare was influenced by Seneca, it was by his 
memones of school conning and through die influence 
of the Senecan tragedy of the day, through Kyd and 
Peele, but chiefly Kyd That Shakespeare deliberately 
took a ‘view of life’ from Seneca there seems to be no 
evidence whatever 
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Neverthdess, there is, in some of tlie great tragedies 
of Shakespeare, a new attitude It is not tlie attitude of 
Seneca, but is derived from Seneca, it is shghdy difier- 
^t from anything that can be found in French tragedy, 
'm Corneille or in Raane, it is modem, and it culimn- 
ates, if tliere is ever any culmination, m the attitude of 
Nietzsche I cannot say that it is Shakespeare’s ‘philo- 
sophy’ Yet many people have lived by it, though it 
may only have been Shakespeare’s instinctive recogni- 
tion of something of theatrical utih^ It is the attitude 
of sdf-dramatization assumed by some of Shake- 
speare’s heroes at moments of tragic intensity It is 
not peculiar to Shakespeare, it is conspicuous in Chap- 
man Bussy, Clermont, and Biron all die m this way 
Marston — one of the most mteresting and least ex- 
"^lored of all the Elizabethans — ^uses it, and Marston 
land Chapman were particularly Senecan But Shake- 
speare, of course, does it very much better than any of 
the others, and makes it somehow more integral with 
the human nature of his characters It is less verbal, 
more real I have always felt that I have never read a 
more terrible exposure of human wedmess — of uni- 
versal human weakness — than the last great speech of 
Othello (I am ignorant whether any one else has ever 
adopted this view, and it may appear subjective and 
fantastic in the extreme ) It is usually taken on its face 
value, as expressing the greamess m defeat of a noble 
but emng nature 


\ Soft you, a word or two before you go 

I have done the state some service, and they know’t 
No more of that. I pray you, in your letters. 

When you shall these unlucky de^s lelat^ 

Speak of me as I am, nothing extenuate. 

Nor set down aught m malice then you must speak 
Of one that loved not wisely hut too well. 
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Of one not easily jealous, but^ being -wrought 
PciTJlex’cI in die extreme, of one whose hand, 

Like the base Indian, threw a pearl away 
Richer dian all lus tnbe, of one whose subdued ej'es, 
Albeit unused to the mclung mood, 

Drop rears as fast as die Aroian trees 
Tlicir mcdicuial gum Set you down dus. 

And say, besides, that in Aleppo once. 

Where a malignant and a turban'd Turk 
Beat a Venetian and traduced the state, 

I took by die throat die arcumcized dog, 

And smote lum, dius 

What Othello seems to me to be doing in making this 
speech IS cheenno htmself up He is endeavouring to 
escape reality, he has ceased to think about Desde 
mona, and is thinking about himself Humility is tb 
most difficult of all virtues to achieve, nothing die 
harder than the desire to think well of oneself Odielh 
succeeds in turning himself into a pathetic figure, bj 
adopting an aesthetic rather than a moral attitude 
dramatizing himself agamst his environmenL He take; 
in die spectator, but die human motive is primarily tc 
take in himself I do not believe that any writer has 
ever exposed this bovarysme^ die human will to see 
things as diey are not, more clearly dian Shal espeare. 

If you compare the deaths of several of Shake- 
speare’s heroes — I do not say all, for diere are veiy 
few generalizations that can be applied to die whole of 
Shakespeare’s work — ^but notably Othello, Conolanus,^ 
and Antony— -widi the deadis of heroes of dramansts 
such as Marston and Chapman, consciously under 
Senecan influence, you will find a strong similarity 
except only that Shakespeare does it both more poeti- 
cally and more lifelike. 

You may say that Shakespeare is merely illustrating, 
consaously or imconsciously, human nature, not 
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Of one not e^Iy jealous, but, being wrought 
extreme, of one whose hand, 

^ike the base Indian, threw a pearl away 
wcher than all his tribe, of one whose subdued eyes, 
Albeit unused to the melting mood, 

Orop tears as fast as the Arabian trees 
Ineir medianal gum Set you down thisj 
And say, besides, that m Aleppo once, 

Where a malignant and a turban’d Turk 
Beat a Venenan and traduced the state, 

I took by the throat the arcumazed dog, 

- And smote him, thus 

What Othello seems to me to be doing in makin g this 
speech is cheering himself up He is endeavourmg tt 
escape reality, he has ceased to think about Desde 
mona, and is thinking about himself Humihty is 
most difficult of all virtues to achieve, nothing die 
harder than the desire to think well of oneself Othellc 
succeeds m turmng himself into a patheuc figure, by 
adopting an aesthetic rather than a moral attitude, 
dramatizmg himself against his environment He takes 
m the spectator, but ffie human motive is pnmanly to 
take m himself I do not beheve that any writer has 
ever exposed this bovatysme, the human will to see 
thmgs as they are not, more dearly than Shakespeare 
If you compare the deaths of several of Shake- 
speare’s heroes — do not say ally for there are very 
few generalizations that can be applied to the whole of 
Shakespeare’s work — ^but notably Othello, Conolanus, 
and Antony — ^witfa the deaths of heroes of dramausts'' 
such as Marston and Chapman, consciously under 
Senecan influence, you will find a strong similarity — 
except only that Shakespeare does it both more poeti- 
cally and more lifelike 

You may say that Shakespeare is merely illustrating, 
consaously or unconsciously, human nature, not 
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Seneca But I am not so much concerned with the in- 
fluence of Seneca on Shakespeare as with Shakespeare’s 
illustration of Senecan and stoical pnnaples Much of 
Chapman’s Senecamsm has lately been shown by Pro- 
i^sor Schoell to be direcdy borrowed from Erasmus 
and other sources I am concerned with the fact that 
Seneca is the /iwra/y representative of Roman stoiasm, 
and that Roman stoicism is an important ingredient in 
Elizabethan drama It was natur^ that m a time like 
that of Elizabeth stoiasm should appear. The ongmal 
stoicism, and espeaally the Roman stoiasm, was, of 
course, a philosophy suited to slaves hence its absorp- 
tion mto early Chnstiamty 

A man to jom himself with the Umverse 
3 In his mam sway, and make m all things fit 

^ man does not join himself with the Umverse so long 
r as he has anything else to jom himself with, men who 
could take part in the hfe of a thnving Greek aty- 
state had something better to join themselves to, and 
Clinstians have had something better Stoiasm is the 
refuge for the individual in an mdifferent or hostile 
world too big for him, it is the permanent substratum 
of a number of versions of cheermg oneself up Niet- 
zsche IS the most conspicuous modem instance of 
cheering oneself up The stoical attitude is the reverse 
of Christian humility 

In Elizabethan England we have conditions appar- 
_^tly utterly different from those of impenal Rome 
«ut It was a period of dissolution and chaos, and in 
such a penod any emotional attimde which seems to 
give a man somethmg firm, even if it be only the 
attitude of 1 am myself alone’, is eagerly taken up I 
hardly need — ^and it is beyond my present scope — to 
point out how readily, in a period like the Elizabethan, 
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die Senecan attitude of Pnde, the Montaigne attitude 
of Scepticism, and the Machiavelh attitude* of Cyni- 
cism, amved at a kind of fusion in the Elizabethan in- 
dividuahsm. ^ 

This individualism, dus vice of Pnde, was, 
course, exploited largely because of its dramattcpossi 
bilities. But other drama had before existed without 
depending on this human fading You do not find it in 
PolyeuctCf or in Phkdre either. But even Hamlet^ who 
has made a pretty considerable mess of things, and 
occasioned the death of at least three innocent people, 
and two more insignificant ones, dies fairly well 
pleased with himself 

Horatio, I am dead. 

Thou Iiv’st, report me and my cause anght 

To the unsatisfied 

0 good Horatio, what a wounded name, , 

Things standing thus unknown, shall hve behind me! 

Antony says, T am Antony still’, and the Duchess, *1 
am Duchess of Malfy still’, would either of them have 
said that unless Medea had said Medea superest^ 

1 do not wish to appear to mamtam that the Eliza- 
bethan hero and the Senecan hero are identical The 
influence of Seneca is much more apparent in the 
Elizabethan drama than it is m the plays of Seneca 
The influence of any man is a different thing from 
himself The Elizabethan hero is much more stoical 
and Senecan, m this way, than the Senecan hero Fox 
Seneca was following the Greek tradition, which 
not stoical, he developed famihar themes and imitated 
great models, so that the vast difference between his 

* I do not mean the attitude of Machiavelh, wluA 
cynical I mean die attitude of Enghshmen who had heard oi 
Macbiavelli 
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emotional attitude and that of the Gredcs is rather 
latent m his work, and more apparent in the work of 
the Renaissance And die EliTabethan hero, the hero 
of Shakespeare, was not invanable even in Elizabethan 
Jngland A not^le exception is Faustus Marlowe — 
lot excepting Shakespeare or Chapman, the most 
hough^ul and philosophic mind, though immature, 
imong the Elizabethan dramatists — could conceive the 
iroud hero, as Tamburlame, but also the hero who has 
•eached that pomt of horror at which even pnde is 
ibandoned In a recent book on Marlowe, Miss Elhs- 
Fermor has put very well this peculianty of Faustus, 
From another point of view than mme, but m words 
From which I take support 

l^arlowe follows Faustus further across the borderline 
he^een consaousness and dissolution than do any of his 
fcontemporanes With Shakespeare, with Webster, death 
IS a sudden severing of hfe, dieir men die, conscious to 
the last of some part at least of their surroundmgs, m- 
duenced, even upheld, by that consciousness and pre- 
servmg the personahty and characteristics they have 
possessed through hfe In Marlowe’s Faustus alone 
all dus is set aside He penetrates deeply into the experi- 
ence of a mind isolated from the past, absorbed m the 
realization of its own destruction 

But Marlowe, the most thoughtful, the most blas- 
phemous (and therefore, probably, the most Christian) 
of his contemporaries, is always an exception Shake- 
^eare is exceptional pnmanly by his immense 
'supenonty 

Of all of Shakespeare’s plays, King Lear is often 
taken as the most Senecan in spuit. Cunhffe finds it 
to be imbued with a Senecan fat^sm Here, again, we 
must distinguish between a man and his influence The 
difierences between the fatalism of Greek tragedy, and 
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the fatalism of Seneca’s tragedies, and the fatalism of 
the Elizabethans, proceed by dehcate shades, there is 
a contmuity, and Aere is also a violent contras^ when 
we look at them from for off. In Seneca, the Gr«i 
ethics IS visible underneath the Roman stoicism. In tfft 
Elizabethans, the Roman stoiasm is visible beneath the 
Renaissance anarchism In Kmg Lear there are several 
significant phrases, such as those which caught the 
attention of Professor Cunhfie, and there is a tone of 
Senecan fatalism agimur. But there is much less 
and much more And this is the pomt at which I must 
part company with Mr Wyndham Lewis Mr Lewis 
proposes a Shakespeare who is a postave nihihst^ an 
intellectual force mUtng destruction I cannot see m 
Shakespeare either a deliberate scepticism, as of Mon* 
taigne, or a deliberate cyniasm, as of Machiavelli, dt' 
a dehbeiate resignation, as of Seneca I can see that he 
usei/ all of these thmgs, for dramatic ends 5"Ou get 
perhaps more Montaigne in Hamlet, and more Machi- 
avelh in Othello, and more Seneca m Lear. But I can- 
not agree with the foUowmg paragraph* 

With the exception of Chapman, Shakespeare is the 
only thmlfpr we meet with among the Elizabethan drama- 
tists By this IS meant, of course, that his work contamed, 
apart from poetry, phantasy, rhetoric or observadon oi 
manners, a body of matter represendng exphat procKses 
of the intellect which would have furmshed a moral philo- 
sopher like Montaigne with the natural matenal for his 
essays But the quahty of this thinking — as it can be surt 
prised spnnging naturally m the midst of the consui^ate 
movements of his art— is, as must be the c^ with su^ 
a man, of starthng force sometimes And u it is no 
systemadc, at least a recognizable physiognomy is mere 

It IS this general notion of ‘thinking diat I would 
challenge. One has the difficulty of having to use tlie 
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same words for different things We say, m a vague 
way, that Shakespeare, or Dante, or Lucretius, is a 
poet who thinks, and that Swinburne is a poet who 
does not think, even that Tennyson is a poet who does 
idt think But what we really mean is not a difference 
n quality of thought, but a difference m quality of 
imotion The poet who 'thinks’ is merely the poet 
who can eicpress the emotional equivalent of thou^t 
But he IS not necessarily interested in the thought itself 
We talk as if thought was prease and emotion was 
vague. In reality there is prease emotion and there is 
vague emotion To express prease emouon requires as 
great intellectual power as to express prease thought 
But by ‘thinking I mean something very different 
from anything that I find m Shakespeare ^Mr Lewis, 
other champions of Shakespeare as a great philo- 
sopher, have a great deal to say about Shakespeare’s 
power of tliought, but they fail to show that he thought 
to any purpose, that he had any coherent view of life, 
or that he recommended any procedure to follow 
‘We possess a great deal of evidence’, says Mr Lewis, 
‘as to what Shakespeare thought of miUtary glory and 
martial events ’ Do we ^ Or rather, did Shakespeare 
think anything at all ? He was occupied with tu rning 
human actions into poetry 
I would suggest that none of the plays of Shake- 
speare has a ‘meamng’, although it would be equally 
false to say that a play of Shakespeare is meanmgless 
^great poetry gives the illusion of a view of life 
\ When we enter into the world of Homer, or Sopho- 
cles, or Virgil, or Dante, or Shakespeare, we incline to 
believe tliat we are apprehendmg someAing that can 
be expressed intellectually, for every prease emotion 
tends towards mtellectual formulation 
We are apt to be deluded by the example of Dante. 
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Here, we think, is a poem which represents an exact 
intellectual system; Dante has a ‘philosophy’, there- 
fore every poet as great as Dante has a philosophy too, 
Dante had behind him the system of St Thomas, tc 
which his poem corresponds point to point. ThfiKS 
fore Shakespeare had behmd him Seneca, or Mon 
taigne, or Machiavelli, and if his work does not corre- 
spond pomt to pomt with any or a composition oi 
these, then it must be that he did a little quiet thinking 
on his own, and was better than any of these people at 
their own job I can see no reason for believing that 
either Dante or Shakespeare did any thinking on his 
own The people who think that Sh^espeare thought, 
are always people who are not engaged in writing 
poetry, but who are engaged in thinking, and we all 
like to think that great men were like ourselves T3i^ 
difference between Shakespeare and Dante is that 
Dante had one coherent system of thought behind 
him; but that was just his luck, and from the point of 
view of poetry is an irrelevant accident It happened 
iat at Dante’s time thought was orderly and strong 
and beautiful, and that it was concentrated in one man 
of the greatest genius, Dante’s poetry receives a boost 
which in a sense it does not ment^ from the fact that 
the thought behmd it is the thought of a man asg^t 
and lovely as Dante himself. St Thomas The 
thought behind Shakespeare is of men far mfenor to 
Shakespeare himself hence the alternative errors, first, 
that as Shakespeare was as great a poet as 
must have supplied, out of his own thmkmg, the diner-y 
ence m quahty between a St. Thomas and a Monmigne 
or a Machiavelli or a Seneca, or second, diat “h^®" 
speare is inferior to DcUite In truth neither Shake- 
speare nor Dante did any real thmkmg — ^that was not 
their job, and the relative value of the thought current 
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at dieir tune, the matenal enforced upon each to use as 
the vehicle of his feehng, is of no importance It does 
not make Dante a greater poet, or mean that we can 
le^ more from Dante than from Shakespeare We 
Tm certamly learn more from Aqumas than from 
Jeneca, but that is quite a different matter When 
Dante says /o stia voluntade e nostra pace it is great 
poetry, and there is a great philosophy behind it 
When Shakespeare says 

As files to wanton boys, are we to the gods. 

They kill us for their sport, 


It IS equally great poetry, though the philosophy be- 
hind It IS not great But the essential is that eadi ex- 
^ibsses, m perfect language, some permanent human 
^impulse Emotionally, the latter is just as strong, just 
as true, and just as informative — ^just as useful and 
beneficial in the sense in which poetry is useful and 
beneficial, as the former 


What every poet starts from is his own emouons. 
And when we get down to these, there is not much to 
choose between Shakespeare and Dante Dante’s rail- 
ings, his personal spleen — sometimes thinly disguised 
under Old Testamental prophetic denunciations — ^his 
nostalgia, his bitter regrets for past happiness — or for 
what seems happiness when it is past — and his brave 
attempts to fabricate something permanent and holy 
^t of his personal animal feelings — ^as in the Vita 
^m/ova — can all be matched out of Shakespeare 
Sh^espeare, too, was occupied with die struggle — 
which alone constitutes life for a poet — to transmute 
ms personal and private agonies into somedimg nch 
and strange, something universal and impersonal The 
rage of Dante against Florence, or Pistoia, or what 
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not, the deep surge of Shakespeare’s general cyniasm 
and disillusionment^ are merdy gigantic attempts to 
metamorphose pnvate feilures and disappomtments. 
The great poet^ m wntmg himself, wntes his ihje-' 
Thus Dante, hardly knowing it, became the voiced 
the thirteen^ century, Shakespeare, hardly knowing 
It, became the representative of the end of the six- 
teenth century, of a tummg-pomt m history. But you 
can hardly say that Dante beheved, or did not believe, 
the Thomist philosophy, you can hardly say that 
Shakespeare beheved, or did not beheve, the mixed 
and muddled scepticism of the Renaissance If Shake- 
speare had wntten accordmg to a better philosophy, 
he would have wntten worse poetry, it was his busi- 
ness to express the greatest emotional intensity of his 
time, based on whatever his time happened to thinks 
Poetry is not a subsutute for philosophy or theology 
or rehgion, as Mr Lewis and Mr Murry sometiraes 
seem to ^nk, it has its own function But as this 
function IS not intellectual but emotional, it cannot be 
defined adequately m intellectual terms We can say 
that It provides ‘consolation’; strange consolation, 
which IS provided equally by writers so difierent as 
Dante and Shakespeare 

What I have said could be expressed more exactly, 
but at much greater length, in philosophical langua^ 

It would enter into the department of philosophy 
which might be called the Theory of Belief (whidi is 
not psychology but philosophy, or phenomenolog}^. 
proper)— the department m which Memong and IJis- 
serl have made some pioneer investigation; the diffid- 
ent meanings which behef has in difierent mm s 
accordmg to the activity for which they are oriente 

* Remy de Gounnont said much the same thing, m speaking 
of Flaubert. 
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I doubt wbedier belief proper enters into the activity 
of a great poet, qua poeL That is, Dante, qua poet, 
did not beheve or disbeheve the Thomist cosmology 
or theory of the soul he merely made use of it, or a 
ife^on took place between his imtial emotionsd im- 
pulses and a theory, for the purpose of making poetry 
The poet makes poetry, the metaphysiaan makes 
metaphysics, the bee makes honey, the spider secretes 
a filament, you can hardly say that any of these agents 
believes be merely does 

The problem of belief is very complicated and prob- 
ably qmte insoluble We must make allowance for 
differences in the emotional quality of believmg not 
only between persons of different occupation, such as 
the philosopher and the poet, but between different 
T^nods of time The end of the sixteenth century is 
in epoch when it is particularly difficult to assoaate 
poetry with systems of thought or reasoned views of 
life In making some very commonplace mvesnga- 
tions of the ‘thought’ of Donne, I found it qmte im- 
possible to come to the conclusion that Donne be- 
lieved anythmg It seemed as if, at that time, the world 
was filled with broken fragments of systems, and that 
a man like Donne merely picked up, like a magpie, 
vanous shining fragments of ideas as they struck his 
eye, and stuck them about here and there m his verse 
Miss Ramsey, in her learned and exhaustive study of 
Donne’s sources, came to the conclusion that he was a 
yhediaeval thinker’, I could not find either any 
\‘mediaevahsm’ or any thinking, but only a vast jumble 
of mcoherent erudition on which he drew for purely 
poetic effects. The recent work of Professor Sclioell 
on the sources of Chapman seems to show Chapman 
engaged m the same task, and suggests that the ‘pro- 
fundity and ‘obscurity’ of Chapman’s dark thmking 



224 T S. ELIOT SHAKESPEARE AND 

are largely due to his lifting long passages from dK 
works of writers like Ficino and incorporating diem w 
his poems completely out of their context. 

I do not for a moment suggest that the mediod o( 
Shakespeare was anything like this. Shakespeare 'WSi 
a much finer instrument for transformations dian any 
of his contemporaries, finer perhaps even than Dante. 
He also needed less contact m order to be able to 
absorb all that he required The element of Seneca is 
the most completely absorbed and transmogrified, be- 
cause It was already die most diffused throughout 
Shakespeare's world. The element of MachiaveUi is 
probably the most indirect^ the element of Montaigne 
the most immediate It has been said that Shakespeare 
lacks unity, it nugh^ I dunk, be said equally well that 
it IS Shakespeare chiefly that ts the unity, that u^es sb. 
far as they could be unified all the tendenaes of a time 
that certainly lacked umty. Unity, in Shakespeare, but 
not universality, no one can be umversal Shakespeare 
would not have found much in common with his con- 
temporary St Theresa 'What influence the work of 
Seneca and Machiavelh and Montaigne seems to me to 
exert m common on that time, and most conspicuously 
through Shakespeare, is an influence toward a kmd of 
self-consaousness that is newj the self-consciousness 
and self-dramatization of the Shakespearian hero, of 
whom Hamlet is only one. It seems to mark a stage, 
even if not a very agreeable one, in human history, or 
progress, or detenorauon, or change Roman stoiasm 
was in Its own time a development m self-conscious- 
ness; taken up into Christianity, it broke loose again 
in die dissolution of the Renaissance. Nietzsche,^ 
suggested, is a late vanant; his atumde is a ^d of 
stoicism upside-down for there is not much difference 
between identifying oneself with the Umverse and 
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dentifying the Universe with oneself The influence 
sf Seneca on Elizabethan drama has been exhaustively 
studied m its formal aspect, and in the borrowmg and 
id^tauon of phrases and situations, the penetration 
9^enecan sensibihty would be much more difficult 
to trace 



y. Middleton Murry 

(b 1889) 

METAPHOR* 

D iscussions of metaphor — there are not many of 
tliem — often strike us at first as superficial Not 
until we have ourselves made the attempt to get farther 
do we begin to realize that the mvesugation of meta- 
phor IS cunously like the mvestigadon of any of the 
pnmary data of consciousness it cannot be pursued 
very far witliout our being led to the borderline of 
sanity. Metaphor is as ultimate as speech itself, and 
spee^ as ultimate as thought. If we try to penetrate 
them beyond a certain pomt, we find ourselves qu^* 
tioning the very faculty and instrument with which^ 
are trying to penetrate them The earth trembles an^ 
yawns beneatli the explorer’s feet Me^/io tuttsstmus] 
ihtsy but die middle way is hard to find 

Suppose we take a familiar metaphor, as that the 
fiery spirit of Emily Bronte burned up her body It 
cannot fairly be called clichi, it is rather a famihar and 
necessary idiom. Necessary, because we find that there 
IS no way of saying what we want to say about Emily 
Bronte save by this metaphor or one of its variations 
This obvious necessity of the metaphor, this absence 
of genume alternatives, seems to make it clear that so 
soon as one person perceived in another and sough^ 
describe such a quality as Emily Bronte’s, a kindrl^ 
metaphor was forced upon him W e may even say th^ 
the quality could not have been perceived without ihc 
metaphor. The imagmation that the soul mhabits the 
body as fire inhabits the material which it bums must 

* Countries of the Mtndy Second Series (193*)* 
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surely go back to the moment when the existence of 
the soul was first surmised, for only by such an image 
could the nature of the soul’s existence be at all ap- 
prehended And we may leave it undecided, or as 
Impossible of decision, whether the creation of the 
metaphor was the result of a search for a description 
af the previously felt existence of the soul, or the exis- 
tence of the soul was suggested by the manner of the 
flame’s existence 

For, wluchever it may have been, and perhaps the 
processes were equally prevalent, metaphor appears as 
the mstmctive and necessary act of the mind explonng 
reality and ordermg experience It is the means by 
which the less famihar is assimilated to the more 
familiar, the unknown to the known it ‘gives to airy 
^(/thing a local habitation and a name’, so that it ceases 
1^0 be airy nothing To attempt a fundamental exa- 
'tmnation of metaphor would be nothmg less than an 
mvesugation of the genesis of thought itself — a 
dangerous enterpnse Therefore we mstinctively seek 
to arcumscnbe our own inqmnes by leaving out of 
account as far as may be the countless host of dead or 
dormant metaphors of which the most part of language 
IS composed, and concentrating upon tlie livmg ones 
We take for granted die past exploration of reahty of 
wluch dead and dormant metaphors are the record, 
and try to focus our mmds on that present, hazardous, 
incomplete, and thrilling exploration of reality which 
is^represented by metaphors which still retain theu: 
•^Inality 

Sudi are die metaphors of what we call creative 
literature These remain ahve because they are the 
records of an exploration of reality by men who stood 
head and shoulders above dieir fellows, who discerned 
resemblances between the unknown and the known 
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which the generahty could not accept nor coramon 
speech assimilate. Their metaphors are felt sail to be 
die vehicle of some immediate revelation to those who 


attend to them As Anstode said, ‘But the greaieSi 
thing of all by far is to be a master of metaphor. Ih*> 
the one thmg that cannot be learned from others, and 
it is also a sign of origmal gemus, smce a good meta- 
phor imphes the mtmtive perception of the simiJanty 
in dissimilars * The statement made so long ago, 
seems final still. 

But before we hazard a small attempt to advance 
from it towards Coleridge’s discussion of imagery, we 
need to inquire, for the sake of clanty, whether there 
is any but a formal difierence between metaphor and 
simile and image. ‘Far oul^ as though idly, lisdessly, 
gulls were dying. Now they setded on the waves, 
they beat up into the rainy air, and shone against the 
pale sky like the lights wtthm a pearl * The last words 
would be called indifferently an image or a simile 
Change diem to ‘shining lights m die p5e pearl of sky', 
it becomes — ^not by any means to its advantage, for a 
reason we may discover — a metaphor. But the act of 
creative perception remams the same And it seems 
impossible to regard metaphors and similes as different 
in any essential property metaphor is compressed 
siinile The word ‘image’, however, which has come 
to usurp a promment place in these discussions, is 
more recalcitrant. It not only narrows the content of 
the word ‘simile’, but tends to force unduly into tl^ 
foreground the part played by the visual image la 
the beautiful simile quoted above the visual image is 
preponderant, m Baudelaire’s agonizing one 


Ces affreuses nuits 

Qui compnment le coeur comme un papier qu’on froisse 



metaphor 

the visual image has no part at all Again, it is obvious 
foohshness to persuade oneself that any visual image 
underhes the magnificent metaphors — 

Thou still unravish’d bnde of quietness 

Thou foster-child of Silence and slow Time 

Yet though the suggestion of the word ‘image’ is 
dangerous, the word is necessary For metaphor and 
simile belong to formal classification The word 
‘image’, preasely because it is used to cover both 
metaphor and simile, can be used to point towards 
their fundamental identity, and if we resolutely ex- 
clude from our mmds the suggestion that the image is 
solely or even predominandy visual, and allow the 
word to share m the heightened and comprehensive 
si^ficance with wbch its denvative ‘imagination’ has 
ip^orce been endowed — ^if we conceive the ‘image’ 
lot as primary and independent, but as the most 
angular and potent instrument of the faculty of ima- 
^ation — ^it IS a more valuable word than those 
which It subsumes metaphor and simile To them 
dmgs something worse than false suggestion, a logical 
tamt, an aura of irrelevancy 
The image may be visual, may be auditory, may 
refer back to any pnmary physical experience — as 
those hoary metaphors which descnbe the process of 
thought Itself as a graspmg or apprehension — or it 
may be wholly psychological, the reference of one 
epiotional or intellectual experience to another, as 

' Then felt I like some watcher of the skies 
When a new planet swims mto his ken 

The essential is simply that there should be that m- 
tmtive perception of similanty between dissimilars of 
which Anstode speaks What we pnmanly demand is 
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that tlic Similarity should be a true similaniy, and that 
It should have lam lutherto unperceived, or but tardy 
perceived by us, so tliat it comes to us with an effect 
of revelation, sometliing hitlierto unknown is std 
dcnly made known To tliat e\tent the image is tru^ 
creative, it marks an advance, for the wnter who per- 
ceives and the reader who receives it, in the conquest 
of some reality. 

We also in our inquiry may take a step forward 
Tliat we demand more of imagery than this may he 
seen in our instinctive refusal of the image of a modem 
prose-writer, who speaks of the ‘churclies, like shapK 
of grey paper, breasting the stream of the Strand. 
Tliere are two images, and tliey war with each othw. 
If the churches really breasted tlie stream of the Strand, 
tliey were not at diat moment like shapes of gm 
paper. Possibly botli percepnons are valid m isola- 
uon, in associauon they nullify one another Yet hoW 
often does Shakespeare seem to commit the same 
offence 

It IS great 

To do that tiling that ends all otlier deeds* 

Which siiackles accident, and bolts up change; 

Whicli sleeps, and never palates more the dug. 

The beggar’s nurse and Caesar s 


Yet tlie offence is only apparent Tlie images do not 
in fact disturb each other, whereas the modem writer s 
images do This is partly because in the modem 
writer’s imagery the stress hes wholly upon the visu^* 
if we do not see what we are required to see, 
sentence fails of its effect, and partly because of Ae 

characteristic swiftness of Shakespeare’s language N e 

have not, and we are not mtended to have, time to 
unfold Ills metaphors, and, moreover, the bol^t an 
most abrupt transition among them is in its effect the 
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smoothest! For the rhythm leaves no doubt that it is 
not ‘the dug’ but Death that is ‘the beggar’s nurse and 
Caesar’s’ Death which m the previous line was 
the child sleeping against the heart, becomes the 
that receives mankind We may say it is the 
mere verbal suggestion that links the metaphors Yet, 
though It IS true that verbal ‘self-suggestion’ is potent 
in high poetry (‘Forlorn I the very word is like a knell 
’), It seems truer m this case to say that the one 
metaphor grows immediately out of the other It is 
as though the vague ‘thmg*, from which the images 
take their nse, swiftly groped after shapes before our 
mmd’s eye, and fincdly adueved a full realization — 
‘the beggar’s nurse and Caesar’s’ 

This is the work of the greatest of all masters of 
tn4taphor, and it would be preposterous to try others’ 
'achievement by its standard The self-creative pro- 
cess of Shakespeare’s imagery is a thmg apart But by 
comparing small things with great we may see that the 
internal harmony which the modem writer fails to 
secure is a necessary quality of true imagery Shake- 
speare’s methods of securing it are mdeed startling, 
he takes what seem to be impossible nsks, and wins 
with ease His success, when we examme it, is not 
really so surpnsing, for the extent to which images are 
discordant depends upon the extent to which we un- 
fold them, and that is wholly withm the great poet’s 
control, for it m turn depends pnmanly upon the 
^y thm and tempo of his writing And this, more than 
“^y other, is the reason why the successful use of 
metaphor is mfimtely bolder in poetry than in prose 
The poet’s means of control — that is to say, the possi- 
bilities of tempo and rhythm m poetry — ^are infinitely 
ncher and more flexible than m prose He has our 
sensibihties, our powers of realization and companson. 
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far more completely under Jus thumb tlian the pro'e- 
wnter. So tliat we may hazard a generalizaoon and ssf 
tliat the creative simile is by nature more appropnau 
to prose tlian tlie creative metaphor. Prose gives \3 
time to bear upon the comparison, which if it be e^v 
and revealing, will stand the stram of our attennon 
and IS better frankly exposed to the imjuixy it mus 
receive And, again, the funcuon of imagery m poeti] 
differs perceptibly from the function of imagery u 
prose In poetry metaphor is chiefly a means to exatt 
in us a vague and heightened awareness of quahues w 
can best call spiritual Exacmess and precision art 
seldom sought, and, if they are, are seldom valuable, 
and often, where an apparent exactness exists, as in 
the Homeric simile, it is an inadental exactness and 
does not reinforce the point of specific analogy. 5^ 
two equally famous heroic portraits by great poeti 
against each otlier ' 

His legs bestnd the ocean, his rear’d arm 
Crested the world his voice was propemed 
As all tlie tunid spheres, and that to fnends. 

But when he meant to quail and shake die orb. 

He was as ratding thunder For his bounty, 

There was no winter in ’t, an autumn ’twas 
That grew the more by reaping his dehghts 
Were dolphm-like, they show’d his back above 
The element they hv'd in m his livery 
Walk'd crowns and crownets, realms and islands were 
As plates dropp’d from his pocket . 

He above the rest 

In shape and gesture proudly eminent 
Stood hke a Tower, his form had not yet lost 
AH her onginal bnghtness, nor appear’d 
Less than archangel ruin’d, and di’ excess 
Of glory obscur’d, as when the sun new nsen 
Looks through the honzontal misty air 



METAPHOR 


233 


^he 


Shorn of his beams, or from behind the moon 
In dun ecbpse disastrous twihght sheds 
On half the nations, and "with fear of change 
Perplexes monarchs 


le Miltomc tempo, as ever, is far slower than Shake- 
speare’s, therefore we bear more heavily upon his 
compansons, and m suffiaent measure they stand the 
stram, but the whole effect is not prease, but rather 
vague, vast, and foreboding So also, m its totally 
different kmd, the picture of Antony that is impressed 
upon our mmds is of some thing (rather than some 
one) immense, generous, genial, a careless and over- 
flowmg force of nature — a dynamic phenomenon as 
pecuhar to Shakespeare’s view of the umverse as the 
s^c figure of Satan to Milton’s Exactness of this 
^d there is m both, but it comes not from the exact- 
ness of the particular compansons, it is a total effect of 
Tmany compansons, as it were a pamtmg of one great 
and mdefinable quality by many strokes of mmor yet 
allied analogies To evoke such elemental spints is 
seldom the purpose of prose, nor of the imagery 
proper to it It also seizes, m so far as it is creative, 
mdefinable quahties, but they are more specific and 
more local 


Soon after daybreak we were steaming down the 
arrowy Rhone, at the rate of twenty miles an hour, m a 
very duty vessel full of merchandise, and with only three 
other passengers for our comparaons* among 
’■^hom the most remarkable was a silly old, meek-faced, 
^hc-eaung, immeasurably pohte Chevaher, with a dirty 
smp of red ribbon at his buttonhole, as if he had ued it 
there to remind him of something 

It IS perfect, it gives us the man— an individual and 
comic inhabitant of earth Perhaps as an example it 
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suggests tliat the prose use of simile must be more 
prosaic than we mean to imply We have quoted 
solely to point an essential difference between tb 
imager}' of prose and poetry The imagery of po^ 
IS in the main complex and suggestive; the imageiy oJ' 
prose single and expliciL 

But die diree examples serve also to illustrate wha’ 
IS die highest function of imager} — ^namely, to define 
indefinable spiritual qualities All metaphor and simile 
can be described as the analogy by which the human 
mind explores die universe of quality and charts the 
non-measurable world Of these indefinite qualities 
some are capable of direct sensuous apprehension, 
while odiers can be grasped only by a faculty v/hidi, 
diough obviously akm to sensuous apprehension, 
differs from it. Sensuous perception is of the quahtie. 
of die visible, audible, tangible world, of the spintuai 
qualities of die more recondite world of hiraan 
personality and its creations there is intuition Bo 
faculties are necessary to die great poet, but there have 
been many who, though nchly gifted with sensuous 
perception, have been deficient or altogether lacking m 
spiritual intuition To the great poet his constant 
accumulation of vivid sense-perceptions supplies tiie 
most potent means by which he articulates Ins spintu 
intuitions, for recognitions of spiritual quality^ ce 
most forcefully and swifdy conveyed throi^h ana- 
logous recognitions of sensuous quality One 
only to imagine how much, and how much in vaih, 
anodier writer might toil to render the quality of 
Antony that is given once for all in the words, gram- 
matically confused though they are 

his delights 

Were dolphin-hke, they show’d his back above 

The element they lived in . . 
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or to consider the pregnant subtlety of these two 

kindred images 

Tins common body, 
Like to a vagabond flag upon the stream, 

-^oes to and back, lackeying the varymg nde, 

To rot Itself with motion 

Her tongue will not obey her heart, nor can 
Her heart inform her tongue — the swan’s down-feather 
That stands upon the swell at full of tide 
And neither way mclines 

to realize the enormous resources for descnbing the 
subtlest nuances of emotion and character which a 
vmd perapience of the sensuous world can give 
But the greatest mastery of unagery does not he in 
the use, however beautiful and revealing, of isolated 
ji^ages, but m the harmonious total impression pro- 
jduced by a succession of subtly related images In such 
cases the images appear to grow out of one another 
and to be fulfilling an mdependent life of their own 
Yet this apparent autonomy is as stncdy subordinated 
to a final impression as the steps of a logical argument 
are to their conclusion Such tnumphs of imagery are 
to be conceived as a swift and continuous act of ex- 
ploration of the world of imagmation — though an 
obvious metaphor is m that plirase A magnificent 
example of this pecuhar movement of mmd on a scale 
so large that it can be carefully examined is Keats’s Ode 
to a Ntghttngale The strange combination of imagma- 
autonomy and profound total harmony m that 
poem IS characteristic of the movement of creative 
imagery m its highest forms We can perhaps get a 
dear glimpse of the nature of this contradictory process 
of creative imagery — the maximum of independence 
combined with the most complete and pervasive sub- 
ordmation — m one of the rare moments when we can 
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Jioncsily claim to look over SJiakespeare’s shouldff 
7 iic famous picture of Cleopatra on Cydnus corae> 
substantially from Nordi’s Plutarch, of winch the 
lowing sentence is the original of Shakespeare’s 
seven lines 

She disdained to set forward otlierwise, but to take her 
barge in the nver of Cydnus, the poope whereof was d 
gold, the sails of purple, and the owers of silver, which 
kept stroke in rowing after die sound of flutes, howboys, 
cythern, violls, and such odier instruments as ^ey played 
upon the barge . 

It is often said that Shakespeare followed North as 
closely as he could, with die minimum of onginal 
effort It IS not true Nordi’s sentence would fell 
quite easily into good blank verse, but it would ^ 
nodiing like — 

The barge she sat in, like a burnish'd throne^ 

Earn'd on the water the poop was beaten gold. 

Purple the sails, and so perfumed that 
The Hinds were love-stek with them, the oars were silver, 
Wluch to the tune of flutes kept stroke, and made 
The water which they beat to follow faster, 

As amorous of their strokes , 

The phrases in italics are Shakespeare’s additions 
afterwards he keeps more closely to North, until he 
comes to die climax North has it. 

Odiers also rann out of the city to see her coming in 
So that m the end, there rann such multitudes of peoplt 
one after another, diat Antonius was left post alone m th^ 
market-place, in his Imperiall seate to give audience. 

Whicli is transformed into; 

The aty cast 

Her people out upon her, and Antony, 

Enthron'd in the market-place, did sit alone, 
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Whistling to the air, which, but for vacancy. 

Had gone to gcc^e on Cleopatra too 
And made a gap in nature 


Hje additions are worth attention North’s somewhat 
Snorphous prose is given a beginnmg and an end. 
Ihe additions are all, in spite of formal differences, 
^sennally similes and metaphors, and, after the first, 
which gathers the vision mto one whole which it puts 
impenshably before the nund’s eye, the second and 
third develop the theme which is chnched m dimax 
by the fourA In them the successive elements — ^the 
wmds, the water, the air — ^are represented all as suc- 
cumbing to the enchantment of love which breathes 
from the great Queen and her bummg barge, and by 
t^s vaned return on a single motive North’s mcon- 
^guenual panorama is given an orgamc imity. It is 
/quite impossible to conceive Shakespeare as dovetail- 
mg old and new together Before his nund’s eye as 
he read North had nsen a picture half visible, half 
spintual, m short, truly imaginative — the mamfesta- 
non of Egypt, before whom the elements made 
obeisance AU of North that was congruous with this 
enchanted vision he mcorporated wiA a flowmg pen 
into his new creation And the added imagery, about 
which he probably took no second thought, grew 
naturally mto harmony with itself and with die whole. 

To tbs strange but strangely natural process 
Coleridge was refemng m bs often-quoted and some- 
r^mes violently mterpreted words 

Images, however beautiful, though faithfully copied 
from nature, and as accurately represented m words, do 
not of themselves characterize the poet. They become 
proofs of onginal gemus only in so far as they are modi- 
fied by a predormnant passion, or by associated thoughts 
and images awakened by that passion, or when they have 
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the effect of neduang multitude to unity, or succession o 
an instant, or lastly when a human and intellectual life Is 
transferred to them from the poet’s own spuit. 

Instances, and better instances than Colendge hun^ 
gives, of all the qualities which he demands of truly' 
creative imagery are obviously to be found in the 
picture of Cleopatra 'Multitude is reduced to unity’ 
by the first of the added images, and m the other thra 
a human and intellectual life is transferred to the 
images (Colendge should perhaps have said, to the 
objects of the images) from the poet’s own spirit. This 
last desideratum had been put forward long before by 
Anstotle in his discussion of 'vividness’ in Rhetoric. 
Vividness, he there says, depends upon metaphor and 
on 'setting thmgs before the eyes’, but 'setting thm® 
before die eyes’ turns out itself to be a metaphor, and^ 
not, as one might imagine, a demand for the visual ^ 
image ‘Tbs is ray definition’, says Anstode 

Those words set a dung before the eyes wbch describe 
It in an acuve state . Or we may use the device often 
employed by Homer of givmg life to lifeless dungs by 
means of metaphor In all such cases he wins applause by 
describing an acuve state, as m the bne 

'Back to the plam rolled the shameless stone ’ 

Whether the process is described thus dryly as by 
Anstode, or more transcendentally by Colendge, as 
the working of the poetic spint ‘wluch shoots its bemg 
through earth, sea, and air’, the fact is indubitable It 
seems to be an impenous need of the creative spint of 
the poet to mipart life to the apparendy hfeless Tbs 
may appear a ‘device’ m the cold light of analysis; but 
nodimg is more certam than that when it is used as a 
device it is intolerable No consaous contnvance pro- 
duced ‘Thou still unravish’d bnde of quiemess’, or 
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‘Jay, whose hand is ever at his hps, Bidding adieu’ 
Such things as these — ^and how many of the most 
magnificently natural achievements of poetry belong 
to ]^s kind — are, beyond all doubt, the effect of some 
j^ent working of the spint’ By the mtensity of the 
poet^s contemplation the lifeless thmg lives indeed 
Probably the world of true imagination of which 
these miracles are the common substance is for ever 
mviolable by mteUectual analysis Even to apprehend 
Its subject-matter the mtellect must suffer a sea-change, 
so that It IS no longer itself and cannot perform its 
proper function Restore its power to the mtellect, 
agam, and that which it seeks to understand has ceased 
to exist as what it really is This world of imagination 
IS a umverse wherem quality leaps to cohere with 
quality across the abysms of dasstfication that divide 
and category the umverse of mteUectual apprehension, 
[ts true atizens are few and far between, ffiey are the 
masters of metaphor, and the authentic messages they 
brmg from that near yet distant country perplex our 
brams and comfort our souls with the half-assurance 
that the things that are may be otherwise than as we 
know them 

Towards this exalted region, as to the sole reahty, 
Coleridge was ever gropmg, and what he meant by 
the ‘predominant passion’ which modifies the images 
of ongmal gemus is the power by which gemus com- 
prehends Its chosen region of this world of qualitative 
jJfiterpenetration The passion is a passionate contem- 
'plation of the umty which pervades the chosen region 
a creative passion to correspond with an orgamc umty 
Whether the umty proceeds torn the passion, or the 
passion firom the umty, it would be profitless to m- 
quire They are knit together, as knower and known, 
m one act of creative comprehension But if we are 
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shy of the notion of Colendge which seems to give df 
poetic spmt an actually plastic power over the matenl 
world, we have only to reflect that the predonunar 
passion of the poet’s mind is but the counterpart ofi 
predominant quahty of the region of the • i 
which he contemplates His passion roused by de 
quahty is reflected back upon the quahiy, and gives ii 
redoubled power, so that it begms to dommate all 
other qualities and properties, to sufiuse diem toA 
itself till It becomes as it were the hvmg and governing 
soul of that which the poet contemplates By means 
of his passion the actual realizes its own idea 

However much we struggle;, we cannot avoid tran- 
scendentalism, for we are seeking to approximate to a 
universe of quality with analogy for its most essen^ 
language through a umverse of quantity with a m ^ 
guage of identities Sooner or later, and sooner radier 
than later, a transcendentalism (which is only die name ^ 
for a prodigious metaphor) is mevitable. But die 
process may be brought a htde closer to the hght of 
common day if we take once more that region of the 
quahtative universe which Shakespeare embodied in 
Cleopatra She was, we may say, the incarnation of 
love the mighty, elemental power which, m Shake- 
speare’s expenence, was lov^ was made corporeal m 
her. She is possessed by it; from her it radiates and 
compels obeisance from the elements But she is not 
merely a contemplated but a self-uttenng dung, and 
this power that informs her body informs her soul also* 
All her thoughts are shaped by iL Without her love 
she will die, she must Ae, but when she imagmes 
death, she imagines it as a consummation of love, as 
the dung 

Which sleeps, and never palates more the dug, 

The Beggar’s nurse and Caesar’s 
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She dies, and her dying she imagines as a relivmg oi 
lier tnumph on Cydnus ‘I am agam for Cydnus, to 
meet Mark Antony I’ And it is a more wonderful 
Munph ‘Yare, yare, good Iras’ The flower-soft 
ill^ds that yarely framed the office frame one last office 
more, and at the aspic’s touch the Queen is wholly 
dedicate to the love she is and serves The wmds, the 
water, the air obeyed on Cydnus, now the most fickle 
element of all obeys — ^her own secret self, from which 
well up the images of love in death, and death m love* 

The stroke of death is as a lover’s pmch 
That hurts and is desired 

Peace, peace 1 

Dost thou not see my baby at my breast 
That sucks the nurse asleep ? 

In the mtensity of Shakespeare’s imagmation the great 
properly takes utter and complete possession of that it 
dw^s m By the alchemy of Cleopatra’s images death 
is transmuted mto a sleep of love. But her thoughts are 
Shakespeare’s thoughts, her predommant passion his 
Therefore it is not strange that Caesar, who m the 
■wakmg world knows nothmg of her dying words, 
should echo them, and prolong her tnumph beyond 
her death 


She looks like sleep. 
As she would catch another Antony 
In her strong toil of grace. 


But Caesar did not know what Shakespeare knew 
It was the self-same Antony whom she had taken’ 


But 

raat 



B, Charlton 

(b 1890) 

ROMANTICISM IN SHAKESPEARIAN 
COMEDY* 

I T IS a commonplace of cnticism to label Shake- 
speare’s comedies romantic comedies What else 
should one call comedies which are set in Illyna or in 
forests of Arden, and through which Violas and Or- 
sinos, Rosalinds and Orlandos fleet the time to such 
music as is tile food of love ^ And what is a fantasia 
like The Midsummer Night's Dream but the very 
ecstasy of romanticism ^ S^o the epithet goes unques- 
tioned It not only seems to flt the quality of Shake 
speare’s comedies, it catches in a word tlie prevailinj 
atmosphere of Elizabethan literature at large. And foi 
what concerns comedy in parncular, it has an addi- 
tional recommendation Bemg named ‘romantic 
comedies’, Shakespeare’s can be easily and con- 
vemently distinguished from the counterblasts with 
which, in the name of the classical comedians, Ben 
Jonson retaliated on them Why not, therefore, let 
well alone, and contmue to talk of Shakespeare’s 
romantic comedies, especially as ‘romantic’ is so van- 
able and vague in its connotation that it can be used to 
mean almost anything which anybody may take Shake- 
speare’s comedies to be ^ 

Moreover, there can hardly be any doubt that 
Shakespeare’s audience clamorously demanded that 
their comedies should include certain feamres which 
in any sense of the word must be called romantic, 

* A lecture reprinted from Thz Bulletin of the John Rylaneh 
MTary^ vol 14, no 2, July 1930 
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featutes "which enter comedy for the first time in 
Shakespeare’s day, features "which more than any 
others bear the stamp of the imagmative and emo- 
tt^al fashion of his generation 
-<“^s Comedy of Errors provides an excellent clue to 
the taste of his times He took the main tale of it from 
Latm comedy, from Plautus But he made strange 
additions His Plautine matenal is m the boisterous, 
gross, realisuc pattern of Latin comedy a "Virago of 
a "Wife, a thick-skinned husband, and a common cour- 
tesan deal widi each other in the coarser way of earthy 
trafficking But mto this Hogarthian group Shake- 
speare shps one or two figure who belong to another 
world an old man weighed do"wn by the gnef of many 
years* fruitless search for the "wife and son tom from 
by shipwreck, and a gende-hearted girl whose 
I ^ps speak in the sweet new style singers and sonneteers 
were consecrating to lovers and to love-making 
Such mcongruously mtrusive figures can only have 
gamed their entry by being the sort of people Shake- 
speare’s public wanted They surround a Dutch 
mtenor "with a tale of love and of adventure, and what 
IS a romance but a tale of love and adventure, of 
prouesse and courtesie ^ That is the justification for 
callmg the Elizabethan age a romantic age Shake- 
speare and his fellows were romantic in the strict sense 
that they clamoured for fuller draughts of that spirit of 
romanticism which die Middle Ages had first dis- 
-^vered and revealed in their tales of chivalry and 
Ibight-errantry To them, a lover and his lass were 
the most engrossing of God’s creatures their comedies, 
as Jonson contemptuously said, had to be of a duke in 
love with a countess, the countess to be in love with 
the duke’s son, and the son to love the lady’s waitmg- 
maid, "With other such cross-wooing For wooing was 
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the most exatmg of man’s emotional expenences, and 
tuned to diat key he eagerly re^onded to those other 
phases of existence wherem the stress of exceptional 
circumstances aroused stranger stirrings of the ps- 
sionate hfe The plot of Ae Comedy of Errors is*, 
Roman, classical, reahstic; but old yEgeon and fair 
Ludana are the offspring of an im-Roman, undassical, 
and unreahstic sentiment* they are the outcome o 
romance. Of the two, Luciana is the more significant 
Romantic comedy is pre-emmently tlie comedy o 
love. It is Its speafic occupation with woomg whicl 
distinguishes it most markedly from classical or Ro- 
man comedy. And although between a fully grown 
romantic comedy such as As You Ltke It, and a Roman 
comedy such as the Mencechmi of Plautus, there m^ 
appear to be the widest difference in matter and iT 
spirit, the one has m fact grown out of the other by a 
gradual modification of the current view of the way of 
a man with a maid. Classical dramatists dealt fredy 
with amorous intrigues between young men and girls; 
but sohatation is a social institution, whereas woomg 
is a mystical experience The Romans treated such 
situations as mere inadents m tlie casual sowing of 
wild oats, which was by no means a bad traimng for a 
young fellow about to enter the world at large 
real concern was with the older men who had already 
f?Vpn rank in that world When modem comed> 
started in Italy at the beginnmg of the surtemth 
century, its founders eagerly mutated classical modclsj^ 
But in the mtervenmg sixteen hundred years, man and \ 
his imiverse had moved He had been initiated into 
notions of chivalry Italian audiences in 1500 were 
descended from knights who had given their h'ves to 
courte^ and to high endeavour. Dante had trans- 
miitpfl ti/nmani-jrjj for tliem. He had opened thor 
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eyes to the image of woman whose coming is as from 
heaven to reveal a miracle, and at the sound of whose 
voice the heart is filled with all of sweetness and 
Vit^mihty 

E par che sia una cosa venuta 
Di aelo m terra a miracol mostrare 

Ogm dolcezza, ogm pensiero umile 
Nasce nel core a chi parlar la sente 

Merely to see her is to add to one’s spintual stature a 
new susceptibihty, an intelligen^a nuova By the simple 
glance of her eye mankind is lifted to a finer aviliza- 
tion ‘empiendo il core a ciascun di virtute ’ Perhaps 
such a transcendent ‘mtellect of love’ was too ideal for 
^e sense of the bulk of men But Petrarch had made 
the miracle mamfest on earth He had clothed the 
new soul of woman m the human beauty of woman’s 
body. 

ogm virtute 

Ogm bellezza, ogm real costume 
Giunti m un corpo a mirabil tempre — 

and had made her earthly existence more intimate by 
turning from the idea she symbolized m heaven to 
lament the heavmess of hfe when the transfigurmg 
angel of it departs, leavmg her lover a desolate and 
solitary voyager on the dreary waves of time 
WiA these new sensations pulsing in then blood, 
ptaly’s audiences m the sixteenth century were much 
more thrilled by youth than by age, and youth m love 
was Its most allurmg theme Its comic wnters might 
set themselves to mutate Roman drama as closely as 
possible, but without knowmg it, they could not 
escape dallying with the young folks of the play far 
more than Roman precedent warranted At the very 



24 ^ H B. CHARLTON ROMANTICISM 

outset of the new comedy, for liis Calandna^ Bibbiena 
borrows largely from the self-same play of Plautus 
from which Sh^espeare was to borrow for his Comedf 
of Errors But Bibbiena, takmg his twins from Plaut*^ 
transforms one of them into a woman, as the later 
Shakespeare was to do for his Twelfth Night And in 
Ajriosto’s comedies, the young gradually supersede die 
old, until the old man, who stood in tlie middle lime- 
hght of Roman comedy, is pushed into the wings of 
the stage to make room for die youthful lovers whose 
Roman prototypes were but accessory figures The 
plot of his Cassarta is a typically classical plot, except 
that the old man has at the beginning embarked on a 
journey winch keeps him out of the play until almost 
the end of it. There is suU, of course, as there must 
in any play for an audience of Boccaccio’s country- 
men, much of the bawdy side of love but the object 
of exhibiting it is, nominally at all events, to expose it 
to the flick of satire, wlulst in Roman comedy it enters 
more or less as a natural escapade of die adnurable 
young spark Moreover, Axiosto’s last comedy, the 
Scolostica, not only ties its interest down to die love of 
Its youths for its maidens, it even gives to that love 
somethmg of the quality of romantic devotion With- 
out intention, and as yet without much diange in out- 
ward form, classical comedy is movmg gradually to 
romantic comedy, and is taking to itself a situation and 
a temper which in due course will transform the typ®^ 
to the sort which charactenzes romantic comedy. Tlie 
transition is not so clearly discernible m the work of 
the English comic dramatists of the sixteenth century 
For one thmg, classical comedy never fastened itself 
so securely onto our stage as it did m Italy and when 
our 'Elizabethan comedy was being forged, our 
romantic temper was urgent and largely consaous of 
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Itself Yet something of the transiuonal process may 
be seen in the plays of John Lyly and its mam stages 
stand out clear as signposts in the two plots which to- 
Jther make The Taming of a Shrew. But in the main, 
Elizabethan romantic cora^y did not emerge dirough 
a process of natural evolution it was the product of an 
obligation imposed ruthlessly on the dramatists by 
their own age They were required to beat out a play 
which should be comic and romantic at once, and at 
first tliey scarcely realized tliat the task involved almost 
msuper^le difficulties It seemed a simple matter 
merely to lift the romances bodily on to tlie comic 
stage tlie whole history of Elizabedian comedy is a 
tale of the reluctance of comedy to compromise itself 
^th romance Not realizing his difficulties, Shake- 
"speare sat down hght-heartedly to write a romantic 
• comedy, The Two Gentlemen of Verona Before he had 
finished, he had encountered and had blundered 
through unexpected obstacles 
To realize what they were and to appreciate die re- 
luctance of romantic matenal to be naturalized on the 
comic stage will mvolve us m a closer exammauon of 
romantic taste and of its pnmary cause, the romances 
of the Middle Ages Romantic taste -w^l not tolerate 
any sort of love-story Medieval romances are love- 
stones, and something besides Not only are diey 
stones of a particular kind of love, they also incorpo- 

r tate a larger tradiuon which moulds the quality of 
every element m their matenal The range of dieir 
inadents, the temper of their sentiments, the pattern 
of their heroes, the atmosphere of their scenery, and 
the trend of their ideas, each and all contribute to die 
homogeneity of the tradmon And m the making of 
the tradition, life and literature had played comple- 
mentary parts The romances reflect the ideal of 
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knighthood by their imaginative idealization of the 
expenence of Imights 

What chivalry is m morals and feudahsm m politics, 
so are the romances m hterature They are the artiSlf’ 
counterpart of the moral and pohticd soaetywhidi 
produced them Socially, one thinks of the Middle 
Ages as a feudal edifice Feudalism built itself on an 
ascending scale of suzerainties Its elaborate distinc- 
tions of precedence created colleges of heralds and a 
code of social etiquette, as well as a Round Table 
compromise But pohocally and soaally speaking, 
such a system was fragile as a casde of cards, capable of 
destruction by mere exposure to the winds of heaven, 
unless cemented by the strongest of moral and senti- 
mental ties And the only moral tie which could hoU 
the fabric erect was the sense of loyalty So, out or 
mere political necessity in the Brst place, loyalty is the 
Virtue above other virtues in the medieval knigfat^s^ 
equipment, to be false to a phghted oath is first in the 
catalogue of a recreant’s sms As in the hfe of the body 
politic, so in the communion of the Cathohe Church 
The representative of God on earth called for absolute 
obedience, and religion consecrated loyalty. Life’s^ 
highest ideal was unswerving devotion to an all-exact- 
mg service, the quest of a holy grail. Inevitably these 
pubhc ideals were closely reflected in those phases of 
man’s life which come most mtimately to his hearth 
His pnvate and domestic existence was governed by a ^ 
code of conduct in the same range of values Like Jus ) 
worship of God and his feith to his suzerain was me 
love of his lady It called for a dedicated hfe And as it 
was the article of his faith which lay closest to his 
bosom, his love of woman tended to loom more 
largely m his consciousness than did the less peculiar 
elements of his creed Love became the corner-stone 
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of the whole fabric of chivalry The chansons de geste 
passed into the romances of a Chretien de Troyes and 
m them, the love of woman was the cause and not the 
'■'jnsequence of devotion to God and to kmg 

Qui fist Lancelot et Artus 

En armes si aventureux, 

Tristan, Percheval et Pontus, 

Sinon qu’ilz furent amoureux ^ 

But, theoretically, it was love more like Dante’s for 
Beatnce than Petrarch’s for Laura The pattern knight 
was he whose days were solemnly devoted to unselfish 
service for his church, his country, or his love He was 
vowed to absolute renunciation of all merely personal 
desire m the pursmtofhis hazardous quest. Thesuper- 
liiman exaltation of the ideal transfigured every cir- 
cumstance connected with it The love of woman was 
a state of mystic adoration removed entirely from the 
attractions of the flesh The worshipper was a Sir Gala- 
had, a maiden knight to whom is given such hope he 
knows not fear, whose strength is as the strength of 
ten because his heart is pure A love like tlus has be- 
come a ntual, and expresses itself in social behaviour 
with an elaborate etiquette of courtesy m word and 
deed. Medieval romance depicts an ideal world of 
which each element is occasioned by the ideal of* 
chivalry It is a world of prouesse and courtesie Its 
heroes are without fear and without reproach They 
rtoe imtiated m courtly forms of service m the lady’s 
') bower, until with manhood they lay their heart before 
the lady of their choice, and from thenceforward their 
lives are dedicated to proofs of their worthiness by 
facing unprecedented tnals and overcommg incredible 
obstacles m the uttermost parts of the earth That is 
why the medieval love-story is perforce a story of 
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and the sanctions of its doctrines could best be realized. 
The course of the whole play is determined by the 
values such doctnne attaches to the love of man and 
woman. 

A note struck early m the play recalls one of tfld 
few passionate love-stones of classical legend — ^‘how 
young Leander crossed the Hellespont* — and at an- 
other moment, Anadne is remembered ‘passioning for 
Theseus* perjury*. But the real colour of the tale is 
given unmistakably by the presence amongst its 
characters of Sir Eglamour. By his name is he known 
and whence he springs He pomts straight back to tlie 
source of the religious cult of love ‘servant and fhend 
of Sylvia, he is ready at call to rush to any service to 
which she may command him His own lady and Itis 
true love died, and on her grave he vowed pure 
chastity, dedicating himself to tlie assistance of lovers 
m affliction, recking nothing what danger should be- 
tide him in the venture His home is in the land of 
medieval romance, and his brethren are those con- 
secrated wamors who will undertake all danger, 
though it stands next to death, for one calm look of 
Love’s approval He comes to life again in a play 
where knightly vows are spoken, where errantry is die 
normal mode of service, where the exerase of tilt and 
tournament is ffle traditional reaeation, where lovers 
name themselves habitually the servants of their ladies, 
where such service may impose as a duty the helping 
of one’s lady to a nval, and where the terms of infamy* 
to which the utmost slander can give voice are per- 
jured, false, disloyal*. And that is the world m which 
Shakespeare makes his Two Gendemen live ^ 
Throughout the play, ‘Love’s a mighty lord , 

There is no woe to his correction 
Nor to his service no such joy on earth 
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This IS ihe state of the lover as the old Romaunt of the 
Rose had depicted it 

The sore of love is merveilous, 

For now is the lover joyous, 

Now can he pleyne, now can he grone. 

Now can he syngen, now maken mone. 

To day he pleyneth for hevynesse. 

To morowe he pleyeth for jolynesse 
The lyf of love is full contcane, 

"Which stounde-mele can ofte vane. 

Heavy penance is visited on unbehevers 
for contemning Love, 

Whose high imperious thoughts will punish liitn 
With bitter fasts, with pemtential groans. 

With mghtly tears and daily heart-sore sighs 

^eep IS chased from such a rebel’s now enthralled eyes, 
yto make them watchers of his own heart’s sorrow. 
From true votaries, nothmg less dian absolute devo- 
tion IS required They must hold no discourse except 
It be of love. Absent from dieu lady, they must let no 
smgle hour o’ershp without its ceremomal sigh for her 
sake. The more such languishmg fidehty appears to be 
spumed, the more must it grow and fawn upon its 
recalatrant object. Apart from love, noting m life 
has the least significance 

bamshed from her. 

Is self from self, a deadly banishment. 

What hght IS hght, if Sylvia be not seen » 

What joy is joy, if Sylvia be not by? 

Except I be by Sylvia in the mght, 

There is no music in the mgHting aU 
Unless I look on Sylvia m the day, 

There is no day for me to look upon 
She IS my essence, and I leave to be. 

If I am not by her fair influence 
Fostered, illumined, cherished, kept ahve 
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Such is the conbtcratcd desolation of tlic rominti: 
lover; tiie medicxal sense of a siorld emptied of j 3 
tontent per&istb tiiroiigh romantic poetrj' and is tb 
undertone of ihc Renaissance sonnciecrs’ v,oc. BeniiJ 
puts It not unlike Valentine in the play 

I'll m'hni lascnro senza sole i giomi, 

I e nottc senza stelle, c grave e egro 
7 into quesro, ond'io pirlo, ond'io respiro; 

La tem scossa, c*I acl turba'o c negro; 

Lt pjen di niillc oltraggi e mille scomi 
^^e sembra ogni pane, quant’io miro 
^'.ilor c cortcsia st diparuro 
Ncl fuo partirc, c'J mondo infermo giacque; 

Lt \inu spense i suoi chian lumi, 

Lt le fonnne a i fiumt 

Nc|r» ' cm antica e I'usate acque 

El gii augelfetti abnndonaro jl canto, 

Et 1 lurbe c i fior I isctar nude le piaggic> 

No pju di frondc il bosco si conqjerse 

But die lover Ins ample recompense for lus sorrow. 
Setting the world at nought, he gams a heaven m its 
stead 

she IS mine own. 

And I as ndi in having such a jewel 
As twenty seas if all their sand were pearl. 

The water nectar, and the rocks pure gold 

Inevitably, a creed of sucli ardent devotion has its 
appropnate liturgy. Stuffed with protestation, and full 
of new-found oaths, die lover utters his fears in wailful^ 
sonnets, whose composed rhymes are fully fraught ^ 
with serviceable vows 

. and on die altar of her beauty 
You sacndcc your tears, your sighs, your heart 
Write till your ink be dry, and widi your tears 
Moist It again, and frame some feeling line 
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That may discover such integrity 
For Orpheus’ lute was strung with poets’ smews, 
Whose golden touch could soften steel and stones. 
Make tigers tame, and huge leviathans 
Forsake unsounded deeps to dance on sands 
After your dire-lamenting elegies. 

Visit by night your lady’s chamber window 
With some sweet concert, to their instruments 
Tune a deploring dump the mght’s dead silence 
Will well become such sweet-complaimng gnevance 
This, or else nothing, will inherit her. 

Widi oceans of tears, and twenty thousand soul-con- 
firtnmg oaths, the lover excites himself to a fervid 
bacchanalian orgy, and in his braggardism proclaims 
his lady ‘sovereign to all the creatures on the earth’, 
direatenmg destrucuon to all who will not at once sub- 
scribe, and extermmation to any who but dare to 
breathe upon her In the intends of these ecstatic 
outbursts, the lover stands before the picture of his 
love, sighmg and weepmg, wreathmg his arms like a 
malcontent, until at length he walks off alone like one 
that hath the pestilence 

When cruel circumstance separates him from his 
lady, enquette prescnbes the proper behaviour and the 
nght demeanour He resorts to the congenial sohtude 
of woods or wildernesses In the earlier days of the 
cult, his manner on these occasions was more violent 
than ceremonious Tnstan, as Malory tells us, exiled 
/Bid separated from his love, goes mad for gnef, he 
^ would unlace his armour and go into the wilderness, 
where he ‘brast down the trees and bowes, and oiher- 
whyle, when he found the harp that the lady sent him, 
then wold he harpe and playe therupon and wepe 
togethre’ But in the course of time the manners of 
solitanes beca m e more pohte Chaucer (or the author 
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of ihc Romaunt of the Roxe) aclnses ilic lover to cul- 
tivate a p'"oper solitude* 

Tor ofte, \,iDn thou bitJicnl ist thee 
0| tin* fov>n{.K t\hi.fc ro thou he, 

Fro foil thou must depirtc m hic, 

Tint noon pcrce>\c tiu miladic 
But hj dc th> ne liarmc tliou must alone, 

And /'O forthc sole, and make thj monc 

It is onlv one more stage to the final artistic decorurn of 
the habit Tlic lo\ cr in tlie French romance Flamtnca 
*m tlic dark of night goes of aistom to listen to the 
nightingale in the wood*. Just, in fact, as does Valen- 
tine* in the inten'als between inspecting the arms or 
allocating the boot) of his bandit-band, he takes his 
hments for S) 1\ i a into the w'oods for orchestral effects 
from tlic nightingales 

TJicse shadow desert, unfrequented woods 
I better brool rlnn flounshinp peopled towtis. 

Here can I sit alone, unseen of any, 

And to the nightingale’s complaining notes 
Tunc my distresses and record my woes 

Such is the w-ay of lovers in romances, and m The Two 
Gentlemen of Verona. Their state of spiritual ecstasy 
IS revealed by tlic progressive ethcrializadon of their 
sustenance. A collection of the menus of romanuc 
feasts is more than a gastronomic document In the 
beginnings of romance, eating and drinking was a 
major occupation Owein ate and drank whilst it was 
late in the time of the nones’, and once he was bidden 
to a feast which took three montlis to consume and had 
taken tlircc years to prepare. But later, the initiates 
have so far purged tlieir mortal grossness, that eating 
and loving begin to appear incompatible Again the 
Romaunt of the Rose brings tlie evidence: 
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Such cotnyng and such goyng 
Such hevynesse and such wakyng 
Makith lovers, withouten wene. 

Under her clothes pale and lene. 

For love leveth colour ne cleemesse. 

Who loveth trewe hath no fatnesse, 

Thou shalt wel by thy-silf ysee 
That thou must nedis assaied be, 

For men that shape hem other weye 
Falsly her ladyes to bitraye. 

It IS no wonder though tliey be fatt, 

With false othes her loves they gatt. 

For oft I see suche losengours 
Fatter than abbaas or pnours 

On occasion, the true lover, like Jehan in Jehan and 
Blonde, is like to fade away, and can only eat when his 
lady serves the dishes to lum with her own delicate 
^ (lands Our Valentine had been a good trencherman 
^efore he became a romantic lover, m those days, 
'when he fasted, it was presendy after inner But once 
he becomes a votary not even ambrosia nor nectar is 
good enough for his ethereal table ‘now can I break 
my fast, dine, sup, and sleep upon the very naked name 
of love ’ How he thnves on this diet will become a 
pnmary article of the literary and dramatic cntiasm of 
The Two Gentlemen of Verona 
So much for the spint of romance m the play Now 
for the world m which it is set — smce, talung its 
rehgion thence, it must also take the romantic world m 
■^ch such religion may reveal itself Not men livmg 
^^ly sluggardized at home, but those bred and tutored 
m the wider world, seeking preferment out, trying 
iheir fortunes m war or discovermg islands far away — 
these are they who have scope to put such religion 
to the proof So m The Two Gentlemen of Verona, 
the scene is laid m Italy, the country which to 

436 „ 
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Shakespeare’s fellows was the hallowed land of romance. 
But It IS an Italy of romance, not of physiographic 
authenticity. It has inland waterways unknown to 
geographers^ the journey from Verona to Mantua is« 
sea-voyage, it is indeed a scenano in which all 
matenal trappingsofromancemaybeassembled Moun 
tain and forest are indispensable, mountams which 
are bngand-haunted, and forests in the gloom of which 
are abbeys from whose postern gates fnars creep into 
the encircling woods, so wrapt in penitennal mood 
that lurking lions, prowling hungnly for food, are 
utterly forgotten. In such a locality, the tale of true 
love may run its uneven course The poetically gifted 
lover meets such obstacles as a nval at whom he hurls 
his cartel, and a perverse father whose plans for 
daughter are based on such irrelevant considerations h 
the rivals’ bank-balances The father’s castle has li 
upper tower far from the ground, and built so shelvin| 
that to climb it is at apparent hazard of one’s hfe. And 
here is the angelic daughter’s chamber wherein she 
IS nightly lodged, within doors securely locked, so 
that rescue can only be by a corded ladder to her 
chamber window. Then unexpected difficulties will be 
expected to intrude* the best-laid plot to carry her 
away is foiled by the machinations of a villam out of 
the least suspected quarter Banishment naturally fol- 
lows, and at length, with the flight of the heroine and 
the pursuit of her by the entire court, all will work out 
well by a senes of surpnsing coincidences, to whidL 
nvals, bngands, fnars, and lions are all somehow cony 
tributary. In this way, romantic love makes its roman- 
tic umverse, and this in fact is the settmg and tlie stoiy 
of The Two Gentlemen of Verona 

This, both in matter and in spint, is the tradition 
which the Elizabethan dramatists desired to hft bodily 
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m to their comic stage But something somehow went 
vrong The spint of medieval romance seemed to 
.hnvel m the presence of comedy Something similar 
lad in fact happened m the real world outside the 
■ii^tre The last hero of romance had hved glonously 
tnd had died quite out of his part Jacques de Lalaing, 
e bon chevdier, the mirror of knighthood who 
idomed the Burgundian court in the middle of the 
fifteenth century, had become the pattern of chivalry 
For all Europe To his contemporanes ‘fair was he as 
Pans, pious as iEneas, wise as Ulysses, and passionate 
as Hector’ and his exploits m tournament and m 
kmght-errantry had earned his fame through many 
lands He died an early death m 1453 But he did not 
die of a lover’s broken heart, nor was he slam m 
journey by a foeman worthy of his steel and of his 
^ Jurty-two emblazoned pennants He was shot down 
by a. cannon-ball in an expedition against the merchant 
and shopkeepers of Ghent. The gross, ponderable facts 
of a very matenal world swept the symbol of an out- 
worn ideal from off the face of the earth So m TAe 
Two Gentlemen^ a sheer clod of earth, Launce by name 
will, quite unwittingly, expose the unsubstantiality of 
the romantic hero with whom the play dirows him 
mto contact But we are anticipating The con- 
sequences of Shakespeare’s attempt to dramatize 
romance must be watched in closer detail 
There is litde wonder that the Elizabethan drama- 
Ssts saw the dramatic possibilities of such matenal, and 
^ not at first perceive its dramatic disadvantages 
They felt the dramatic thrill of following these lovers 
and setting the world at nought. Nor is it very difficult 
to set the geographical world at nought, at least to the 
extent of making inland seas m Italy or liberating liv- 
ing hons m its woods Yet sometimes the distortions 
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of the physical universe necessarily ventured by the 
romanticist entail violent ivrenches of our commoa 
consciousness The dukes of Shakespeare’s Ita^’j 
for instance, apparently have magic power over the 
flight of time, for whilst a banished man is speakii^ 
but ten lines, the proclamation of his banishment is 
ratified, promulgated, and has become publicly known 
throughout tlie duchy, and sennnels have already been 
posted along the frontiers to prevent a surrepnoous 
return of die exile to the land which he has not yet bad 
time to pack his suit-case for leaving It is a land, too, 
where optical illusions, or perhaps optical delusion^ 
are the normal way of vision A man seeking a page- 
boy interviews an applicant for the post, he is just 
enough of a business man to know that some sort of 
reason must be advanced for taking on a servant 
can show neidier character nor reference from pr«| 
vious employers, and so Proteus, engaging the dis^ 
guised Julia, says diat the engagement is specifically on 
the recommendation of the appheant s f^e, but he 
does not recognize, as he gazes into this face, that it 
was the one he was smothering with kisses a few weeks 
before when its owner, in her proper dress, was his 
betrothed Yet these are really only nunor impedi- 
ments, requiring but a litde and a by no means reluc- 
tant suspension of our disbelief They are altogether 
insignificant compared with the reservations involved 
when romance displays its pecuhar propensity for 
setting the world of man at nought To satisfy its o^^ 
obligations, it perforce demanded super-men; at ap 
events, the heroes it puts forward as its votanes in the 
play are something either more or less than men. 

Romantically speaking, Valentine is the hero, and 
not alone in the technical sense In classical comedy 
the hero is simply the protagomst, the central figure 
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who IS die biggest butt of the comic satire But here 
the protagonist is the upholder of the faith on which 
the play is built, the man with whom the audience is 
cahed upon to rejoice admirmgly, and not the fellow 
^afwhom It is densively to laugh He is to play the 
hero in every sense of the word Yet in the event, the 
prevaihng spint of romance endows him with senti- 
ments and provides him with occupations which in- 
evitably frustrate the heroic mtention The story 
renders him a fool Convenuon may sanctify his sud- 
den conversion from the mocker to the votary of love, 
and may even excuse or palliate his fractious braggard- 
ism when he msults Proteus with ill-mannered com- 
parisons between Silvia and Juba. But his helplessness 
and his impenetrable stupidity amoimt to more than the 
Jradiuonal blindness of a lover Even the clown Speed 
|an see through Silvia’s tnck, when she makes Valen- 
tme write a letter to himself But Valentine plays out 
the excellent motion as an exceedmg puppet, unen- 
hghtened by the famtest gleam of common insight. 
And despite his vaunt that he knows Proteus as well as 
he knows himself, he is bhnd to villainies so palpable 
that Launce, the other clown of the piece, though he 
be but a fool, has the wits to recognize them for what 
they plamly are The mcidents are dramatically very 
significant, for both Launce and Speed come into the 
play for no reason whatever but to be unmistakable 
dolts One begms to feel that it will be extremely diffi- 
^ ^t to make a hero of a man who is proved to be duller 
V than the patent idiots of the piece Even when 
Valentme might have shone by resource m action, he 
relapses mto conventional laments, and throws him- 
self helplessly mto the znas of Proteus for advice and 
^nsolanon Heroic opportumty stands begging round 
him when he encounters the bngands But besides 
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demonstrating that he can tell a he — ^witness his tale of 
cock and bull about having lulled a man — the situation 
only serves to discredit him still more for the words 
of his he, his crocodile tears for tlie fictitious manb 
claims to have slain, and his groundless boast thattft 
slew him manfully in fight without false vantage or 
base treachery, are in fact nothing but an attempt to 
make moral capital by means of forgery and perjurj' 
Tlicy have not even the recommendation of the Majo^ 
General’s tears for die orphan boy When at len^ 
Valentine is duly installed as captain of the brigands, 
his chief occupation is to vary highway robbery with 
sentimental descants on die beauty of nature in her 
‘shadowy, desert, unfrequented woods’ 

Here can I sit alone, unseen of any — 

and we already know his favounte hobby on the^ 
sauntenngs — 

And to the nightingale’s complaming notes 

Tune my distresses and recording woes 

He IS own brother to Gilbert’s coster, who, when he 
isn’t jumping on his mother, loves to he abaskmg in 
the sun, and to the cut-throat, who, when not occupied 
in cnmes, loves to hear the litde brook agurghng and 
hsten to the merry village chimes But Valentmes 
utmost reach of meptitude comes with what, again 
romantically speaking, is meant to be the heroic clim^ 
of the play When he has just learnt the full tale of di^j^ 
villainy of Proteus, the code permits him neither 
sentment nor passion. Like a cashier addr^sing a 
charwoman who has pilfered a penny stamp, he siots 
up his rebuke — ‘I am sorry I must never trust mee 
more’. And worse follows immediately With but five 
lines of formal apology from the villain, Valentine 
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professes himself so completely satisHed tliat he en- 
thusiastically resigns his darlmg Silvia to the traitor 
' Even Valentine must have seen that the gesture was a 
h^e odd, because he quotes the legal sanction It is 

code, a pnmary article in the romantic faith — ^“that 
' my love may appear plam and free* But it makes a 
man a mncompoop Nor does it help much that after 
his preposterous episode, Valentine is allowed to spit 
a htde fire m an encounter with another nval, Thuno. 
He has already proved himself so true a son of romance 
that he can never agam be mistaken for a creature of 
human nature 

Proteus IS less hampered by romantic obligation, 
because the plot requires him to have ]ust sufficient of 
salutary villmny to make him throw over their com- 
mandments for his own ends Yet the villain of 
'romance suffers almost as much from the pressure of 
[■romanticism as does the hero The noble fellows 
whom he, as villain, is called upon to deceive are such 
gullible mortals that htde positive skill is necessary 
Proteus can fool Thuno and Valentine and the Duke 


without exerting himself But on the one occasion 
when he might have shown his wits, he only reveals 
his lack of them Makmg love to Silvia, he meets her 
protest agamst his disloj^ty to Julia by inventing the 
easy excuse that Juha is dead Silvia replies that, even 
so, he should be ashamed to wrong Valentine It is, of 
course, a tight comer but the best Proteus can do is to 
‘I likewise hear that Valentine is dead’ He might 
fft least have displayed a htde more mgenuity m m- 
vention, he fails in precisely such a situation as would 
have permitted die clown of classical comedy to 
tnumph Moreover, the mam plot requires Proteus 
to be guilty of incredible duplicity, and of the most 
facile rapidity m changmg morals and rmstresses But 



2<j4 H B. CHARLTON ROMANTICISM 

iie need scarcely have made the change exphat in 
words so inepdy casual and banal as his remark ‘Mt- 
thtnks my iical to Valentine is cold.’ The phrase is 
acadcntally in keeping witli the unintended comply 
cence he displays when, wooing die lady who will havV 
none of him, he begins by informing her that ‘he has 
made her happy’ by his coming The trait becomes 
intolerably ludicrous when, all his sms forgiven lum 
and Julia restored to his arms, all he can utter m con- 
fession IS his own fatuous self-conceit 

O heaven, were man 
But constant, he •Rcre perfect 

It IS, of course, a fine sentiment, but the audience 
having seen Valentine, simply will not believe it. 

Even die brigands of romance will scarcely stani 
die test of the stage They enter with metaphonca 
daggers in moudis bnsdmg with black mustachio' 
and with desperate oaths Callous and bloodthirstv 
ruffians, spoiling for a fight, their chief regret is dial 
fate IS sending only one defenceless traveller to be nfled 
instead of ten But when die destined victim turns out 
to be two, courage perhaps abates a Iitde. at all events, 
the travellers are warned to keep their distance, and 
throw over the booty or otherwise to assume a sitting 
posture, whilst the nfling is safely done by the despera- 
does themselves Perhaps this, and not his customary 
ineptitude m speech, is what makes Valentine address 
die villains as ‘My friends’ But, of course, his assum|Xj 
non IS, for the trade of bngandage, economically un- 
sound And so, with apologies for correcting him, 
Valentine is informed that he is not playing the game 
— ‘that’s not so, sir, we are your enemies’. But the 
oudaws are connoisseurs of mascuhne beauty, and 
Valentine’s fine figure secures lum an opportumty for 
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a hearing one cannot but note that this is the first 
time that any of his romantic attributes has made for 
bs advantage, and that he misuses it scandalously for 
^ lymg brag Hearing the ficuon, however, the 
fi^dits feel at once that here is a fellow spmt, given 
like themselves to ‘so small a fault* as homicide. 
Straightway they implore him to show them his 
diploma m the modem languages, promising him the 
kingship of the band if it is of good honours’ standard 
Becoming convivial, they reveal their amiable disposi- 
tions in snatches of their life-history One has amused 
himself with attempts at abduction Another, when 
the whim takes him, ‘m his mood’, has the merry tnck 
of stabbmg gendemen unto the heart, and his gaiety 
makes us forget that a mood in Shakespeare’s English 
;was not quite the casual fancy it now is Another 
<icclauns these and other ‘such like petty cnmes’ as 
pcongemal peccadilloes in his own repertory By this 
time the brigands have become so hilarious with tlieir 
remimscences that they are no longer minded to 
scrutinize Valennne’s academic credenuals They will 
take hun for a linguist merely ‘on his own report’, and, 
mainly because he ‘is beaunfied with goodly shape’, 
they offer him the leadership, patheucally promising to 
love him as their commander and their king Clearly 
such a thoroughly unbngandlike procedure as this 
election has almost put them out of their parts They 
must be allowed to recover in a traditional tableau 
^aggers are whipped out, threats become fierce, and 
walentine, with steel pomts at his throat, is given the 
choice of being a king or a corpse Perhaps his fear is 
responsible for the odd proviso that ‘silly women’ shall 
be exempt from the depradations of the gang over 
which he is to rule, but it is of course too much to 
esepect of better men than Valentine to require i-hpm 
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to antiapate a vanation in the meamng of a word 
Neither before nor after The Two Gentlemen of V irm 
has dramatic literature known a band of oudaws Et 
to these — except once: there are the Pirates of Pffl 
zance: but then Gilbert meant his to be funny 
One begms to suspect that everything which is 
hallowed by the tradition of romance is made thereby 
of no avail for the purposes of drama. But there are 
Julia and Launce to reckon with; and these are Hguies 
universally accounted the most substantial beings in 
the play So indeed they are. But they owe it entirely 
to the fact that tliey are under no obligation whatever 
to the code of romance The behaviour of Valennne is 
entirely conditioned by the doctrine of romantic love. 
But the code allowed to woman no duty but to exate 
by her beauty the devoted worship of her knight. A 
England mstead of France had performed the iin^ 
codificauon of chivalry, its women might have had' 
other and less lady-like propensities, such, for mstance, 
as Kmg Horn’s Rimenhild displayed But when a 
French romance elaborates its portrait of womanhood 
It gives her pauence rather than character, women widi 
the forcefhlness of a distinct personahty might have 
turned the energies of their kmghts away from con- 
secrated paths of kmghthood, as Chretien s Enide 
turned her Erec; 

Mes tant Tama Erec d'amors 

Que d’arraes mes ne h chaloi^ 

Ne a tomoiemant n’aloit 

N’avoit mes soing de tomoner 

Wherefore Chretien’s romance tells of Erec s regenera- 
tion through the discipline by which he reduces his 
Emde to absolute submission At the end she has 
attained complete self-suppression — 
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Ne je tant hardie ne sm 

Que je os regarder vers lui — 

and, to the modem eye, has become the perfect pattern 
o£^ exquisitely charming nonentity 
^-''^^^en Shakespeare takes over a tradition whose 
women are like these, so long as he preserves the 
beauty of their faces, he can endow them with what- 
ever character he may please His Julia is a creation, 
not a convention As she is a woman, actmg on a 
woman’s mstmct — *1 have no other but a woman’s 
reason, I think him so because I think him so* — she is 
depicted in moods, whimsies, and vaganes which are 
m fact the stuff of dramatic characterization Like the 
herome of romance, she will cover her first love-letter 
with kisses, and press the preaous manuscnpt to her 
heart. But like Ae spmted independent young lady 
f)f the world, she will not expose herself to Ae chuckles 
of her maid by exhibiting the common symptoms of 
her affections Hence the pretended contempt and the 
struggle to keep up appearances, even at considerable 
nsk to the sacred document. But for what senously 
concerns her love, Julia is too level-headed to over- 
reach herself As far as may be she will avoid the dis- 
approval of opimon but where there is no remedy, 
she will defy a scandalized world and undertake her 
pilgrimage of love She knows the hazards of the road 
and the many weary steps it will mvolve But she dso 
knows her own capacities, and has duly taken note of 
^ matenal thmgs she will stand m need of And 
^though Proteus is a poor thmg on whom to lavish so 
much love, Juba knows that love is mdeed a bhnded 
god, and m her capable hands even a Proteus may be 
moulded to somethmg worth the havmg 
Laimce is another who msists on remainmg in the 
memory He has no real nght withm the play, except 
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that gen demen must have servants and Elizabethan 
audiences must have clowns But coming m thus by 
a back-door he earns an unexpected importance in the 
play. Seen side by side with Speed, his origin is den 
Whilst Speed belongs to the purely theatnc^ family oi 
the Dromios, with their punning and logic-choppinfi 
asimniUes, Launce harks back to the native Costard 
And as Costard shows his relationship to Bottom bj 
his skill in village theatncals, so Launce reveals by hu 
wooing his family connexion with Touchstone and 
Touchstone’s Audrey, who was a poor thing, but hu 
own All the kind of the Launces are thus palpably a 
mighty stock. Their worth, compared with that of tbs 
Speeds and the Dromios, is admirably mdicated by 
Launce’s consummate use of Speed’s cunosity and o! 
his better schooling Launce gets his letter deciphered 
he gets also an opportumiy to display lus own supenoi 
breeding and to^Lcure condign punishment for the 
ill-mannered Speed: ‘now will be be swmged for read- 
ing my letter, an unmannerly slave, that wm uirus 
himself into secrets* I’ll after, to rejoice m the boys 

correcuon.’ , 

Launce is happiest with his dog* Clownage can go 
no farther than the pantomimic representauon, with 
staff and shoe and dog, of the pamng from his home- 
folks Laughter is hilanous at Launce’s bitter gnet 
that his ungrateful cur declmed to shed a That 
Launce should expect it is, of course, the demmt^ 
preposterous incongruity which makes him a downs 
But when he puts his complaint squarely, that his dog 
has no more pity in lum than a do^, the thrust pierces 
more than it was meant to Romance itself has ex- 
pected no less largely of Valentine, of Proteus, and o 
the rest It has demanded that man shall be more tb^ 
man, and has laid upon him requisitions passmg me 
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ability of man to fulfil At the bidding of romance 
Valentine and Proteus have become what they are in 
the play, and the one thing they are not is men hke 
oAer men A further incident in which Launce is con- 
i^erned takes on a similarly unexpected sigmficance 
He has made as great a sacrifice as did Valentine him- 
self he has given up his own cur m place of the one 
which Proteus entrusted to him to take to Silvia. But 
the effect hardly suggests that self-sacnfice is worldly- 
wise And so once more it seems to brmg mto question 
the worldly worth of the code which sanctifies such 
deeds Unintentionally, Launce has become the means 
by which the incompatibilities and the unreahties of 
romantic postulates are laid bare And Laimce is pal- 
pably the stuff of comedy awakemng our comic sense, 
^e inevitably sharpens our appreciation of the par- 
jticular range of mcongruiues which are the provmce 
of comedy — the mcongruity between what a thing 
really is and what it is taken to be 

Romance, and not comedy, has called the tune of 
The Two Gentlemen of Verona and governed the direc- 
tion of the action of the play That is why its creatures 
bear so little resemblance to men of flesh and blood 
Lacking this, they are scarcely dramatic figures at all, 
for every form of drama would appear to seek at least 
so much of human nature m its characters But per- 
haps the characters of the Two Gentlemen are comic 
in a sense which at first had never entered the mind of 
^their maker Valentine bids for the sympathy, but not 
\for the laughter, of the audience the ideals by which 
he lives are assumed to have the world’s approbation 
But m execution they mvolve him in most ridiculous 
plight He turns the world from its compassionate 
approval to a mood of sceptical questioning The hero 
of romantic comedy appears no better than its clowns 
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And SO topsy-turvy is the world of romance that 
apparently the one obvious way to be reputed in it for 
a fool IS to show at least a famt sign of discretion and 
of common sense. Thurio, for mstance, was cast iot 
the dotard of the play, and of course he is not without 
egregious folly. But what was meant m the end to 
anmhilate him with contempt turns out quite other- 
wise. Threatened by Valentine’s sword he resigns all 
claim to Silvia, on the ground tliat he holds him but a 
fool that will endanger his body for a girl that loves 
him noL The audience is mvited to call Thuno a fool 
for thus showing himself to be the one person m the 
play with a modicum of worldly wisdom, a respect for 
the lirmtations of human nature, and recogmtion of the 
conditions under which it may survive Clearly, 
Shakespeare’s first attempt to make romantic comedy 
had only succeeded so far that it had unexpectedly an^^ 
madvertendy made romance comic The real problem 
was still to be faced 
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(b 1894) 

XiAKESPEARE’S TOPICAL SIGNIFICANCES* 
§ I King John 

T here is such constant contention among Shake- 
speanan cntics between those who ‘see things’ and 
those who do not that any one who ventures on an 
exposition of contemporary allusions in the plays takes 
great nsks Critics, too fastidious for the dusty 
labours of scholarship, will dismiss him as a pedant, 
scholars who regard caution as the greatest of virtues 
will call him ‘rash’, ‘speculative’, ‘unsound’, or even 
‘ingemous’. Yet Shakespeare was interested in his 
jfellow creatures, he can scarcely have avoided all com- 
^mentupon the events of his time, and, indeed, so soon 
as one sees the plays against the bac^round of their 
own times it becomes dear at once that they were full 
of special meaning to their original audiences When 
the story gave him a chance of creatmg a situation or 
a speech full of significance to his audience, Shake- 
speare seldom neglected it, but because his sense of 
dramatic fitness was so acute the speech remains apt 
long after the significance has been lost Direct topical 
allusions are not very common m Shakespeare, but 
topical significances abound 

> At all times those plays are most popular which have 
l^mme special meamng for their firstaudiences. Such was 
Mr Dnnkwater’s Abraham Lincoln^ written and first 
produced in the summer and autumn of 1918 The 
dialogue in Abraham Lincoln was entirely relevant to 
Its theme, there were no obvious glances at Haig or 
* The Tunes Literary Supplement, Hov 13 and 20, 1930 
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Foch, no gags about Blighty, nor phrases borro;\d 
from the trenches, and yet no play written dunngthe 
War was more topical in its significances 


Isn't It possible for you to stop this ■war^ In the 
of a sufienng country, I ask that 

But It must be endured The cause was a nght one two 
years ago It is unchanged . . 

But tlie best of us have an instinct to resist aggression 
if It won’t listen to persuasion 

Tins appeal to force is the misdeed of an imperfect 
world 

Golnth couldn't be spared He's doing contracts for 
die government, you know Goliath couldn’t possibly 
go 

These gentle people are mistaken, but they are ims* 
taken cleanly, and in a great name It is you that dis^ 
honour the cause for n btcli we stand— it is you that tnak ^ 
It a mean and little dung . 

Yes, but don’t ask me for repnsals 


Such speeches as diese had a peculiar incandescence 
twelve years ago which has now almost faded away , 
die immediate success of Abraham Lincoln was largely 
due to Its speaal significance in 1918 

Shakespeare also lived through a great war, and for 
those who will make die effort to hear he has recorded, 
perhaps unconsciously, its phases and its moods Lx 
least seven of his plays (apart from the Henry VJ 
senes) are definitely ‘war plays ’ — King Jokn^die two 
parts of Henry IF, Henry V , Troilus and Cresstda'^ 
Coriolanus, All 's Well, tliere is war in the background ^ 
of Richard II, Much Ado, Hamlet, Macbeth, Antony 
and Cleopatra Of these die most obviously significant 
IS the worst — King John, which I take to have been 
wntten between June and September, 1596 

In the autumn of 1595 3 *^d untd die late su^mmer of 
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1596 a feeling of deep anxiety was very generally 
prevalent amongst Englishmen By August, 1595, it 
had been realized that a new and greater Spanish Ajma- 
da was prepanng Drake and Hawkins sailed on tlieir 
^t voyage at the end of the mondi, but their depar- 
ure at such a ume was felt to be a dangerous mistake 
n policy. Moreover many, and especially scholarly 
persons, were genuinely alarmed because on Septem- 
ber 6, 159^, the Queen entered upon her ninth or 
grand climacteric — that is, her sixty-third year, when 
the mystic numbers nine and seven were united Her 
eighth climacteric — the year ’88 — ^had been a time of 
threatened disaster, and the prophets had been busy 
that year, but the ninth was astrologically far more 
alarmmg 


This uneasiness is expressed m a book which was 
put forth about this time at Cambridge by William 
Covell, Fellow of Queens’ College. It was called 
Poltmanteia, or the means j lawful and unlawful, to judge 
of the fall of a Commonwealth, against the frivolous 
and foolish conjectures of this age It discusses oracles, 
divmanons, and such subjects, endeavouring to limit 
the range and reliability of supernatural methods of 
foreknowledge Among other opinions which Covell 
confutes is a dangerous tenet of Bodin, ‘who saith, 
that if we mark the great and notable changes of states 
and kingdoms, we shall find the most part to have been 
in September, in which month God gave the beginmng 
^to all the world (Sig fz ) In the book the essay on 
\ divination is followed by exhortations in the person of 
England to her three daughters, Cambndge, Oxford 
and ^e Inns of Court, and to all her inhabitants, be- 
seeching them to remain loyal at this anxious time 
In one place (Sig vi'>) England laments that she is tom 
m pieces by her own inhabitants, Covell comments m 
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the margin, ‘England cannot pensh but by English- 
men’. 

Nor were relations between England and France at 
all happy as Henry IV became more dissatisfied 
the lack of direct help which the Queen would aflbxtk 
him. In October M. de Lomenie was sent over to lay 
his needs before the Queen and the Counal, and he 
presented the Kmg’s letters with such stout speeches 
that the Queen, who dishked plain speaking, was 
alarmed and angiy. 

Early in November die perpetual bogy of the suc- 
cession suddenly reappeared. A copy of Doleman s 
book, ^ Conference about the next Succession to the 
Crown of England^ with its dedication to the Earl of 
Essex, came mto the Queen’s hands She demanded 
an explanation and for a short while Essex was under 
a cloud A few days later emergency measures were 
put in hand to deal with a threat of mvasion, and from 
London and Southampton and fifteen home and south 
coast counties a force of over sixty thousand men was 
prepared 

By the end of the year the situation m France was 
worse M de Lomeme brought back no satisfactory 
answer from London, and the general opimon was 
that the alhance was rapidly dissolving. Early m 
January Sir Henry Unton was sent over to die French 
King to mend matters, if possible, but at his first pubhc 
audience he was received coldly and scornfully and 
told that^ as nothing would prevail with the Queen, \ 
the King must provide for his own safety as best he j 
could The general alarm at home mcreased In 
January one C. G , another Cambridge man, pub- 
lished a book called A Watchword for War to confute 
various fearful alarms that were being circulated 
that the enemy was great, that maybe he will have the 
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aid of the Indians, or the Pope, and perhaps of some 
that had greater cause to gratify us tlian be against us 
C G had no fear of the papists, for, said he, when 
^ey should see the Spamard they would ]oin against 
'mem Nor need they fear civil troubles so long as 
the common saying remamed true — If we be true 
within ourselves, we need not care or fear the enemy*. 
To the like eflFect Thomas Nun, in A Comfort against 
the Spamard, wrote 

Is It true that the Spaniards will come this spring ^ And 
IS It not true that we are ready to receive them ^ Hath this 
land at any time had either better provision or more 
soldiers ? braver captams to lead them, or sounder divines 
to encourage them^ 

/By the end of January, 1596, it was beheved that 
Henry was about to desert his alhes and make a separ- 
ate peace with the enemy, the gossip m bs camp was 
diat the Cardmal Archduke of Austna, who was 
then at Namur, had received mstructions from the 
King of Spam to negotiate In March Unton died 
havmg accomplished nothing Meanwhile at home a 
great fleet (as great as m ’88) was being mobilized and 
fitted out 

At the beginmng of Apnl news came that the Car- 
dmal had suddenly mvested Calais, which could only 
hold out for a few days On the 5th Mr John Norden, 
the topographer, entered A Christian familiar comfort 
■smd encouragement unto all English subjects, urgmg his 
\readers not to be alarmed at the Spamsh threats He 
■w^ed especially the mfenor magistrates to beware 
of sudden and indiscreet hurly burhes, for it was a 
policy of the enemy to draw on tumults by sudden 
reports, dangerous bruits, and open hoobubs The 
v^ueen hesitated to send rehef to Calais, but after some 
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Ignoble baigaimng orders were given on the afternoon 
of Good Fnday (Apnl 9) that 6,000 men should march 
at once for Dover, where Essex and the Lord Admiral 
were waiting to lead over a relief force, and such ex- 
pedition was used by the Lord Mayor that most of'> 
them were ready by 8 o’clock at night. 

A few days earlier the Bishop of St Davids, preach- 
ing before the Queen and Court, most unhappily chose 
as his text, ‘O teach us to nuinber our days that we 
may mclme our hearts unto wisdom’, whereto he 
attached a sermon on mystical numbers, and the grand 
climacteric, devising some smtable prayers for the 
Queen, as one who had now reached that age when 
‘the senses begm to fail, the strength to dimmish, 
yea all the powers of the body daily to decay" The 
prayer mcluded these words* 


O Lord, I am now entered a good way into the chmac- 
tencal year of nune age, which mine eneimes wish and 
hope to be fatal unto me But Thou, Lord, which by Thy 
prophet Jeremy command the House of Israel not to leam 
the way of tlie heathen, nor be afraid of the signs of 
heaven, and who by Thy Almighty hand and outstretched 
arm, madest the year of greatest expectation, even ’88, 
marvellous by the overthrow of Thme and nune eneime^ 
now, for Thy Gospel’s sake, which hath long had sanc- 
tuary in this land, make hkewise ’96 as prosperous imto 
me and my loyal subjects 

The Queen was not grateful and told him blundy that 
he should have kept his anthmetic to himself 's 
On loth Apnl it was reported that Calais could 
hold out no longer, and the levies were therefore 
dismissed But at 10 o’clock on Easter Sunday they 
were agam demanded. The people at this moment 
were makmg their Easter Commumon, the constables 
were therefore sent round to the pansh churches to 
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dose the doors till the necessary men had again been 
pressed. The levies were marched olF to Dover 
Two dajrs later the sound of the cannon could be 
h^d all day m London on the i6tli, when the men 
•^d been onbarked and were ready to sail, news 
came that Calais had fallen Some very ugly stones of 
. French treachery were soon m circulation Stow says 
that 400 old soldiers, sent by the States, succeeded 
m breaking through the Spamards and reaching the 
atadel But the gamson refused to admit them and 
they were all slam, the French dedanng that they 
would rather have the Spaniards m Calais than the 
English or their other friends, for ‘if the Spaniards 
wm It, yet there is good hope by mediation of the 
Church to regam it, but if Ae English repossess it 
jthey will never restore it* 

I Such alarms naturally gave nse to a number of 
rumours and pamcs In Sussex dark things were re- 
ported of the recusants At die time of die Calais 
anxiety they raised a rumour that the Spaniards had 
landed m three places m Sussex and were bummg 
Pevensey, which caused ‘woeful outcries of the people’ 
and not a litde hmdered the dispatch of troops from 
Rye On Apnl 29, one Smith, one of the men pressed 
for the Calais service, was sentenced m the Star 
Chamber for spreadmg a rumour that when the Lord 
Admiral’s ship was searched by the Earl of Essex the 
powder barrels were found to contain ashes and sand 
About this time, too, the survivors of Drake’s fleet were 
commg mto Plymouth with the full story of their 
failure and of the deaths of Drake and Hawkms In 
W, Sir John Smythe, a very doughty old soldier, 
addressed traitorous and dangerous words to the tram 
bands at Colchester and was humedly thrust m the 
Tower Sir John’s misdemeanours were caused rather 
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by personal disbke of Lord Burleigh and overdraughts 
of white wine and sack on a midsummer morning; but 
they added to the general anxiety. At las^ after one 
false starts the great fleet sailed on June 3 It was, I 
beheve, about a month later that Shakespeare’s Kmg 
John was first produced.* 

If these events are taken as the contemporary back- 
ground of the play, certam passages will assume a new 
significance, such as Austna’s remark 

I will no more return 
Till Anglers, and the nght thou hast m France 
Together with that pale, that white-fac’d shore, 
Whose foot spurns back the ocean’s roaiing tides 
And coops from other lands her islanders. 

Even till that England, hedg’d m with the mam. 

That water-walled bulwark^ sdll secure 
And confident from foreign purposes. 

Even till that utmost comer of die west 

Salute thee for her kmg 0 * J- 20-9 ) 

There is a passing reference to die swarms of young 
gallants who had just sailed for Cadiz m 

And all the unsetded humours of the land. 

Rash, inconsiderate, fiery voluntaries, 

With ladies’ faces and fierce dragons’ spleens. 

Have sold their fortunes at their native homes. 

Beating their birthrights proudly on their backs. 

To make a hazard of new fortunes here 
In bnef, a braver choice of daundess spints 
Than now the English bottoms have waft o’ef 
Did never float upon the swelling tide, 

To do offence and scathe in Christendom 

(ii 1 

* If the descnpuon of the lost Arthur is based on Shake- 
speare’s own loss of Hamnet (August P^y 

should be dated some weeks later 
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Nor was the Bastard’s speech on ‘Commodity’ with- 
out Its speaal meaning 

This same bias, this Commodity, 

This bawd, this broker, this all-changmg word. 

Clapp’d on the outward eye of fickle France, 

Hath drawn him from his own determm’d aid. 

From a resolv’d and honourable war, 

To a most base and vile-concluded peace 
Smce kmgs break faith upon Commodity, 

Gain, be my lord, for I will worship thee' 

(n 1 580-d, 597-8 ) 

n the play another Cardmal would separate France 
com England, and John defies him as a true-blue 
^rotestant should 

What earthly name to mterrogatones 
Can task the free breath of a sacred king^ 

Thou canst not, cardmal, devise a name 
So shght, unworthy and ndiculous, 

To charge me to an answer, as the pope 
Tell him this tale, and from the mouth of England 
Add thus much more that no Itahan priest 
Shall nthe or toll in our domimons. 

But as we under heaven are supreme head. 

So under him that great supremacy. 

Where we do reign, we will alone uphold. 

Without the assistance of a mortal hand 

So tell the pope, all reverence set apart 

To him, and his usurp’d authority (iii 1 147-60 ) 

The whole passage which follows is but a slight trans- 
position of the situation of Henry IV of France 
‘Hoobubs’ and ‘hurly-burhes* trouble John’s Lon- 
don, and Shakespeare sketches them from his own 
immediate observations 

Old men and beldams in the streets 

Do prophesy upon it dangerously 

Yoimg Arthur’s death is common m them mouths, 
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And when they talk of him, they shake their heads 
And whisper one another in the ear. 

And he that speaks doth gnpe the hearer’s wnst 
Whilst he that hears naak^ fearful action, 

With wrinkled brows, with nods, with rolling eyes. 

I saw a smith stand with his hammer, thus. 

The whilst his iron did on the anvil cool. 

With open mouth swallowmg a tailor’s news; 

Who, with his shears and measure in his hand. 
Standing on slippers — ^which his nimble haste 
Had falsely thrust upon contrary feet — 

Told of a many thousand warlike French, 

That were embattailed and rank’d in Kent 

Another lean unwash’d artificer 

Cuts off his tale and talks of Arthur’s death. 

(iv. n i8y-202.} 

Uneasily stiinng in every one’s mmd w^ Ae ter 
nble dread of what migh^ what surely would, happM 
when anarchy should be let loose at the Queen’s death 
The author of the ‘Conference about the next Succes- 
sion’ declared that the issue would not be decided 
without a war, and the Bastard’s words over dead 
Arthur were gnm, but unfulfilled, prophecy t 

How easy dost thou take all England upl 
From forth this morsel of dead royalty. 

The hfe, the nght and truth of all tbs realm 
Is fled to heaven, and England now is left 
To tug and scamble and to part by the teeth 
The unow’d interest of proud swelling state. 

Now for the bare-pick’d bone of majesty 
Doth dogged war bnsde bs angry crest^ 

And snarleth in the gende eyes of peace 

Now powers from home and discontents at home 

Meet m one bie, and vast confusion waits — 

As doth a raven on a sick-fellen beast 
The immin ent decay of wrested pomp. 

(rv m 142-54^ 
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And in the last words of the play Shakespeare gathers 
all these feelings together in ^s most significant patn- 
<^110 outburst 

/This England never did, nor never shall. 

Lie at the proud foot of a conqueror, 

But when it first did help to wound itself 
Now these her princes are come home again. 

Come the three comers of the world m arms, 

And we shall shock them Nought shall make us ru^ 
If England to itself do rest but true. 

(v viu II2 to end) 

No one would claim King John as one of Shake- 
speare’s successes, but these passages show that the 
play had at least some very personal meanmgs for the 
audiences of 1596 

§ 2. The Earl of Essex 

The anxious situation of the early summer of 1596 
changed quite suddenly. In the middle of July the first 
news of the great victory at Cadiz reached London 
On August 8 a service of thanksgivmg was held m 
London By the end of the month a new alliance had 
been arranged with the French kmg whereby both 
sides promised not to make peace separately, and on 
August 29 the Queen solemnly swore to observe it. 
A week later the Queen passed out of her grand climac- 
teric, and once more the prophets of disaster were 
^obliged to ‘mock their own presage’ 

But the Cadiz voyage brought its troubles. The 
‘ Queen was dissatisfied with the profits of the expedi- 
tion, and m September there was a regrettable scene m 

Court Essex had claimed the ransoms of his prisoners 

for himself vdien the Queen demanded them The 
Queen appealed to old Lord Burleigh, but when he 
suggested that Essex should be heard she lost her 
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temper with the old man, called him a miscreant and a 
coward, and accused him of regarding the Earl for fear 
or favour more than herself Essex was equally angi}', 
for he had suspected that Burleigh was crossing hun. 
For the last eight years Essex had been becoming 
steadily more conspicuous As a y oimg man of twenty- 
five he had shown himself a gallant and romantic 
warrior, and if he was rash and irresponsible as a 
general, doubtless in time he would mature, but as he 
grew older the less attractive side of his character had 
revealed itself, and acute observers could already see 
that he was heading for disaster 
Essex remamed at Court for the next six months 
He was growing continually more difocult In March 
he quarrelled openly with Sir Robert Cecil, but bj^ 
Ralegh’s mediation they were reconciled for the time 
In June he was put in sole command of the Fleet which i 
was being prepared for a fresh attack on Spain, wth 
Lord Thomas Howard and Sir Walter Ralegh under 
him In July they sailed, but Essex’s luck was now out 
The Fleet was twice turned back by tempests, and it 
was not until the middle of August that the expedition 
got away, by which time many of the young gallants 
had shpped off home. 

On August 27 Shakespeare’s Tragedy of King 
Richard II was entered for pubhcaoon, it was pub- 
lished dunng the year and two further editions came 
out in 1598 Clearly Richard II had a significance for 
the original audiences which has now faded The De- 
position scene was omitted from these quartos, pre- 
sumably because it was thought to have a bearing on 
the times; three and a half years later the Essex con- 
spirators paid the players to produce it as a piece of 
revolutionary propaganda; m August, 1601, Queen 
Eliiabeth rounded on Lambarde, Keeper of the Re- 
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cords of the Tower, who was showing offhis treasures, 
with *1 am Richard the Second, know ye not that^’* 
The connexion between Richard 11 and Queen Eliza- 
beth IS not at all obvious to modem readers, but there 
IS m the play a short passage, describing Bolmgbroke's 
'popular courses’ as he went off to bamshment, which 
muld scarcely have been overlooked by contemporaries. 

Ourself and Bushy, Bagot here and Green 
Observ’d his courtship to the common people, 

How he did seem to dive mto their hearts 
With humble and famihar courtesy. 

What reverence he did throw away on slaves, 
Wooing poor craftsmen with the craft of smiles 
And pauent underbeanng of his fortune, 

As ’twere to bamsh their affects with him 


I 


This speech seems to be wntten in a freer metre than 
most of the rest of the play, as if it had been added 
later Yet it is difficult to see how Essex’s followers 
could have derived much inspiration from the play 
The familiar cycle of the Henry VI plays showed what 
disasters followed upon the deposition of Richard, and 
twice in the play the fearful results of disloyalty were 
prophesied 

Essex was still away with the Fleet when the Queen 
decided to honour the Lord Admiral, Lord Charles 
Howard, who was created Earl of Nottingham on 
October 23 as a reward for his great services in ’88 
and recently at Cadiz He thus took precedence over 
Essex The Fleet came back from the ‘Islands Voyage’ 
m November The expedition had not been a succ^, 
md the testimony of those present showed that several 
fine chances had been thrown away by the vamty and 


° are collected in an 
^de by Miss E. M. Albn^t in PML^ xln 3, enaded 
Shakespeare s Richard II and the Essex Conspiracy’ 
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incompetence of Essex, who at one time had almoi 
court-mardalled and executed Ralegh for robbing hM 
of die gloty of taking Fayal When he returned to 
Court his actions were veiy freely criticized Esses 
regarded the promotion of the Lord Admiral (wfio 
incidentally was thirty years older than himself) as a 
direct affront, and, as usual, he took to his bed Itwas 
now regrettably obvious that the romantic pursuit of 
honour which was so charming in a young man of 
twenty-five was degenerating into a petulant vanity 
and a jealousy of odier men’s honours Essex vainty 
tned to have die new Earl’s patent altered, wished to 
challenge both him and his sons to a duel, and absented 
himself from Court and Parhament His conduct was 
causing so much comment that men came almost to be 
divided into parties pro- or and-Essex. Shortly after- 
wards — ^in December — he was wooed back to good, 
humours by die Queen, who made him Earl Marshal, ' 
thereby restoring him to precedence over die Admiral 
On February 26, 1598, Shakespeare’s Henry IV^ 
Part I, was entered for pubheadon, presumably it had 
been produced some weeks at least earlier, when the 
fat knight had first appeared as Oldcasde The play is 
full of allusions and sigmficances, as mdeed are both 
the second part and Henry V The parodies of Alleyn 
and the nval company at the Rose m the person of 
their faithful admirer Ancient Pistol and in die playlet 
of The Prince Rebuked (with Falstaff as tragic I^g in 
the Tamburlaine stram) have been noted elsewhere 
Of wider significance are such phrases as* 

O, sir, your presence is too bold and peremptory. 

And majesty might never yet endure 
The moody fronder of a servant brow. 

You have good leave to leave us, when we need 
Your use and counsel we shall send for you. 
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The dispute between Henry IV and Hotspur over 
he prisoners may not have reminded the audience of 
he similar dispute between Essex and Queen Ehza- 
^th a year before, but I fancy that the ‘certain lord, 
leat and tnmly dress’d’, was once recognizable Hot- 
spur’s conception of honour, espeaally in the last 
phrase, was very similar to that of Essex* 

By heaven methinks it were an easy leap 
To pluck bright honour from the pale-fac'd moon, 

Or dive into the bottom of the deep. 

Where fathom-line could never toudi the ground. 
And pluck up drowned honour by the locks. 

So he that doth redeem her thence might wear 
Without comval all her digmnes 

De Maisse, who was in London m November, 1597, 
noted of Essex, ‘II est tout son conseil luy mesmes 
H est desireux de gloire ’ — a remarkable thing m an 
Englishman! Nor would Shakespeare leave us uncon- 
saous of Hotspur’s faults 

In faith, my lord, you are too wilful-blame. 

And since your coming hither have done enough 
To put him quite beside his patience 
You must needs learn, lord, to amend this fault 
Though someumes it show greamess, courage, blood — 
And diat’s the dearest grace it renders you — 

Yet oftentimes it doth present harsh rage. 

Defect of manners, want of government, 

Pnde, haughtiness, opinion, and disdain 
The least of which haunting a nobleman 
I Loseth men’s hearts and leaves behmd a stam 
' Upon the beauty of all parts besides, 

Beguilmg them of commendation 

A year before. Bacon had said very much the samt* to 
Essex 

Moreover, Shakespeare is a htde c3rmcal about this 
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rommtic humour, he parodies it m FalstafF’s bnef 
rateclusm on Honour, at the battle of Shrewsbury he 
degrades it in. "Sir Walter Blunt; there’s honour for 
you here s no vanity*. , . ‘I hke not such gnnmog 
honour as ^r Walter hath give me life, which if I can 
save, ^ so; if not, honour comes unlooked for, and 
there s an end * The pathos of Percy’s end is deliber- 
ately turned into ndicule when the sham-dead Falstaff 
nses and stabs the hero, and afterwards tumbles the 
ody ^down and claims his blood money Shake- 
speare s sympathy seems to be definitely turning away 
from glory, and m the survival of Falstaff is shown 
his version of ‘The death of a Hero’. 

However, a caveat is here needed agamst die assump- 
tion that Hotspur is Essex’ or that Shakespeare meant 
him so to be taken Shakespeare finds opportunities'’ \ 
in the character of Hotspur for signihcant speeches and n 
takes them, but he is wntmg a play and not an allegory ^ 
of the times 


The difference in tone between t and 2 Henry IV 
and King John is worth noting, because it reflects the 
general mood as the war continued In ’95 and *96, 
when Englishmen thought themselves to be fighupg 
backs to the wall, noble and heroic speeches came 
natural, for the English people were for the moment 
keen. Indeed for these few months it is noticeable that 
the Pnvy Coimcil actually dispatched a number of 
letters of commendation for pubhc duties zealously 
performed But the mood was not lasting Mihtaiy 
scandals, at home over recrmting and impressment, in 
the field in France, and especially in Ireland, made a 
poor setting for glistenmg heroic personages ‘Honour 
pncks me on, yea, but how if honour pnck me oflP 
when I come on ?’ Whether Shakespeare invented this 
litde jest, or whether it is one of the phrases produced 
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in a war — ^like ‘If you knows of a better ’ole, go to it’ — 
It appears in a letter of Toby Matthew wntten on 
September 20, 1598 

<^n Ireland the Lord Ormond is hurt and since die great 
iverthrow four hundred more throats cut. Sir Franas 
/ere is coming towards the Low Countries, and Sir Alex- 
mder RatchfFe and Sir Robert Drury with him Honour 
incks them on, and the world thinks that honour will 
qmckly pnck them off agam 

This cynical mood is prevalent in the second part of 
the play, which I guess to have been written in Lent, 
1598 (for no better reason than that there are two jokes 
about Lent diet) Falstaff’s choice of his recruits is a 
piece of simple unheroic realism — cases m real life can 
^e exacdy paralleled, there is no longer any glamour 
about this war Moreover, Shakespeare is now begm- 
'ning to drop the exaltation of ‘this other Eden, demi- 
paradise’, and to sink to ‘it was always a tnck of our 
Enghsh nation, if they have a good ^ng, to make it 
too common’ 

Meanwhile the Essex faction was mcreasmg its noise 
His followers were not the kmd to mspire confidence 
m more intelhgent observers, and they were now 
making no secret of their intention that one day the 
army would set Essex on the throne In mere self- 
preservation, apart from any more patnouc motive, it 
was vital for Ae Cecils and the anti-Essex party to 
tmdenrune his followers by pohcy From picturesque 
biographies the feehng is created that all proper- 
minded persons were on the side of Essex and agamst 
the scheming Cecil but Shakespeare, if the passages 
m the plays wntten at this time have any significance, 
was defimtely against the party of heroics He stresses 
more than once the responsibilities of kmgship, as in 
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Henry IV’s bitter cry for sleep, with its concluding 
sentence. 

Then, happy low, he down! 

Uneasy hes the head that wears a crown 

The thought is repeated by the Prince in 

doth the crown he there upon his pillow. 
Being so troublesome a bedfellow ^ 

O pohsh’d perturbation I golden care • 

That keep’st the ports of slumber open wide 
To many a watchful night* Sleep with it nowl 
Yet not so soimd, and half so deeply sweet 
As he whose brow with homely biggin bound 
Snores out the watch of night. O majestyl 
When thou dost pinch thy bearer, thou dost sit 
Like a nch armour worn in heat of day, 

That scalds with safety ^ 

Henry V, if the Chorus to Act v was part of the 
original play, was written in the spring of 1599 The ' 
mood has changed once more back to the patnoasm of 
‘Rule Bntannia’, it was the mood of that spring when 
the departure of Essex for Ireland was made a great 
patnoac occasion by the auzens of London Agam 
Shakespeare shows his sympathy with the Queen in 
the finest of his speeches on kingship 

Upon the kingl let us our lives, our souls. 

Our debts, our careful wives. 

Our children, and our sins lay on the kingl 
We must bear all O hard condiuon 
Twm-bom with greatness, subject to the breath V. 
Of every fool, whose sense no more can feel 1 

But his owm wringing What infinite heart’s ease J 
Must kmgs neglect that pnvate men enjoy 1 

Nowhere is there a keener appreaadon of the difficul- 
ties, the responsibility and ffie loneliness of kingship 
The man who wrote this passage in 1598 or 1599 was 
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carcely in s5Tnpathy with the Essex faction, nor is 
here much more Aan formal compliment in the 
eference to Essex in the Chorus to Act v 
On April 1, 1598, George Chapman’s translation of 
Books of the Iltades of Horner^ Prince of Poets., 
lad been entered for pubhcation, and presumably it 
-ame out in the early summer This was the first of 
Chapman’s Homenc translations to appear, and was 
subsequently rewritten The story covered by these 
books concerns the ongin of the wrath of Achilles 
and the attempts to wm him back to his rightful place 
m the Greek host. It has been shown (in the edinon m 
the Arden Shakespeare, for instance) that this transla- 
tion was the original source of the political passages m 
Shakespeare’s Troilus and Cresstda, a play which seems 
p consist of two strata at least, the earher containing 
ne onginal medieval Troilus story, the later concerned 
!ath the sulking of Achilles Moreover, the play was 
vntten for private performance, it was ‘never staled 
vith the stage, never clapper clawed with the palms of 
he vulgar’ If (as I suspect) it was wntten soon after 
Chapman’s translation appeared it was the most danng 
iiece of topical significance that Shakespeare ever 
wrote 

On June 30 or July i Essex committed his act of 
'great contempt’, wbch only Camden has recorded m 
detail, when he turned his back on the Queen, received 
a box on the ear, threatened her with his sword, and 
^ked away from the palace It was not until the 
^ddle of September that the Queen and the Earl were 
reconciled In the middle of August came news of the 
great disaster at Blackwater, near Armagh, where some 
soldiers and fifteen captains had been 
killed by Tyrone Essex was summoned to take his 
place m the Council to advise on Insh afiairs, and did 
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indeed attend once, on the 22nd, but he refused to 
take any further part and continued to nurse he 
wrongs in reurement. In the meanume vanous tactful 
friends were urging him to withdraw from his impos- 
sible position The whole affair caused an imraens' 
sensation, winch is but feebly echoed in a few letter 
that have survived 

A very similar situation is discussed in Troilus amt 
Cresstdoy Act i, Sc. 111 Few contemporanes of Shake- 
speare in 1 598 could have heard Ulysses's great speech 
on Degree without thinking of certain modem in- 
stances, espeaally when it conunued 

The great Achilles, whom opinion crowns 
Tlie smew and die forehand of our host^ 

Having his ear full of his airy fame, 

Grows dainty of lus wordi, and in his tent 
Lies mocking our designs 

Achilles, like Essex, suffered from pohtic sicknesses 
‘Wc saw him’, says Ulysses, *at the opening of his tent 

He is not sick ’ . , ^ 1 , 

‘Yes,’ answers Ajax, ‘lion-sick, sick of proud heart you 
may call it melancholy if you will favour die man, bu^ by 
my liead, 'us pndc but why, why^ let him show us a 
cause ' 

And Ulysses in his speech to Achilles is but repeating 
what all his friends kept on saying to Essex: 

Time hadi, my lord, a wallet at his back^ 

Wherein he puts alms for oblivion, 

A great-siz’d monster of ingratitudes: j 

Those scraps are good deeds past, which are devour d 1 
As fast as diey are made, forgot as soon 
As done, perseverance, dear my lord. 

Keeps honour bright to have done, is to hang 
Quite out of &shion, bke a rusty mail 
In monumental mockery Take the mstant way 
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These parallels between Achilles and Essex may at 
Rrst sound a htde fantastical, but then Shakespeare 
read the story of Achilles in Chapman’s translation of 
Seven Booh of the Iltades^ wherein he foimd this dedi- 
fition ‘To the most honoured now living instance of 
the Achilleian virtues eternized by divine Homer, the 
Earl of Essex, Earl Marshal, &c * Readmg further in 
the epistle dedicatory, he hghted upon this apostrophe 
to Essex 


Most true Achilles (whom by sacred prophecy, Homer 
did but prefigure m his admu^le object) and in whose 
unmatched virtues shine the dignities of die soul and die 
whole excellence of royal humanity, let not the peasant- 
common pohties of die world, that count all things servile 
and simple, that pamper not their own sensuahties, bury- 
ing qmdt in their filthy sepulchres of the earth the whole 
>hodies and souls of men, stir your divine temper from 
jperseverance in godlike pursuit of Eterraty 


And, as Achilles had Homer to eternize him, so ‘help 
then renowned Achilles to prefer and defend your 
grave and blameless Prophet of Phoebus from the 
doting and vicious fury of the two Atrides — ^Arro- 
gancy and Detraction’ Unfortunately for the price of 
glory, both war-men had another quahty in common 
diey sulked The reasonable mference is that Trotlus 
and Cresstda, m its present form, was performed 
pnvately before an anti-Essex audience, either in the 
summer of 1598, or else about two years later when 
Essex and his followers were brewmg treason * 

A * Since this essay was first written, these and other parallels 
nave been worked out at length in die author’s Shakespeare at 
Work, iSsi-i603 
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(b. 1896) 

SHAICESPEARE AS MAN OF THE THEATRE 

I T IS a modem fashion, and the dictates of fashioi 
must be obeyed, to speak of the art of die theatt 
and of men of die theatre. A new attitude has madeuf 
pay homage to Mr. Granville-Barker and Mr Gordon 
Craig in England, to Professor Max Reinhardt in Get 
many, to Jacques Copeau, Firmin Gemier, and Pitoefi 
in France, to Stanislavsky, Tairov, and Meierhold in 
Russia All these men have a sense of the theatre, all 
have been actors, all are producers It is the object of 
this paper to examine Sh^espeare’s sense of the stag 
and of die theatre, his understanding of the nature an? 
evolution of theatre-craft, to expose the problems 
faced and solved, to see how far the modem concep- 
tion of a ‘producer’ may be found valid in helping to 
understand Shakespeare as ‘a man of the dieatre’ 

We are helped in our mquiry if we can prove the exis- 
tence of an art of die theatre and an international interest 
in theatre-craft in and before Shakespeare’s lifetime 
The best of all citations is from Kyd’s Spanish Tragedy 
Hieronymo says 

The Italian Tragedians were so sharpe of mt, 

That in one houres meditation 
They would perform anythmg in action. 

Lorenzo replies 

And well it may, for I have scene the hke 
In Pans, amongst the French Tragedians 

There was an art, purely of the theatre, not con- 

* Shakespeare and the Theatre, by Members of the Shake- 
speare Assoaauon (1927) 
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cemed with any formal stage, made up largely of that 
‘eloquence of the body’ admitted even by its enemies 
Italy, with Its Commedia deWArte, its comedy of types 
and vivid gesture and improvizadon, taught France 
Ahsie the stiff reconstructed theatre of the Renaissance 
impmged on the elaborate staging of the Mystery and 
Passion plays In France m 1571, Lord Buckhurst, 
part author of Gorbodtic^ saw ‘a comedie of Italians that 
for the good mirth and handling tliereof deserved 
smgular comendacion’ This same troupe of the 
Gelosi laid the foundations of French theatrical art, 
and a litde later even Moliere was not ashamed to learn 
his art from Scaramouche 

In England the ‘producer’ has never been a promi- 
nent figure The very n-me does not go back more than 
^diirty years, the years in which his fonction, over and 
above that of stage-manager, has become naturalized 
'As sole director of the conscious artistic unity of a 
performance he is, as a result of the theatncal degrada- 
tion of the late seventeenth, the eighteenth, and early 
mneteenth centimes, often regarded as a modem in- 
vention Yet we have actually a portrait of a conti- 
nental producer m a mmiature pamted by Jean Fouquet 
m 1461 He wears a long clencal robe and cape, a 
tiara-like hat on his head, holds a prompt-book in his 
left hand, and with a baton in his nght directs a 
beautifully organized medley of late medieval religious 
performers We have the greater faith in the accuracy 
,of this representation smce Fouquet is known to have 
\assisted in prepanng a theatncal welcome for the entry 
of Louis M into Tours in 1461 A little later we hea r 
of Jean Bouchet, whose success as producer of a Pas- 
sion play at Poitiers in 1508 caused his services to be 
demanded all over France and Belgium When even 
vast sums did not tempt him to go m person, he sent 
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Jjis prompt-books and advice, chiefly about costume 
and sweetness and softness of voice, and dantycf 
articulation. In England, until later, costume that ‘was 
good enough for an English bishop was good enougl: 
for Ananias and Caiaphas’, but in France it was de- 
creed tliat ‘Pliansecs must not be dressed like Pilate' 
In France competent producers were haled in from 
distant cities, in England the producer was often the 
Mayor and Corporation Later, in 1547, we have the 
famous contract for the Passion Play at Valenaenne^ 
the document tliat gives us tlie classical picture of the 
multiple staging system. Therein we hear of stage 
discipline, of tlie supreme autlionty of the producer, 
to whom no complaints are to be made, parucularly at 
rehearsals, and of a ban against the haunting of taverps 
dunng the days of performance 

Our knowledge of medieval staging has, unti] 
recently, been built up by labonous reconstruction ot 
tiny facts and vast conjectures. To Professor Gustave 
Cohen of die Sorbonne, we owe die discovery of the 
most valuable document in the history of the early 
European theatre It was published in 192J, and is no 
less dian the producer’s complete prompt-book for 
die great Passion Play at Mons m 1501 We have, in 
its modem form, nearly a thousand columns of close 
pnnt desenbing the actual presentation of a religious 
cycle at the summit of its magnificence We have the 
full constitution of the play, the names of the playert, 
dieir professions, their parts, their entrances and exi^ 
their positions, their actions, their first and last lines, y 
desenpuon of the scenery, of die musical accompani- 
ment, of die machinery and stage effects even to the 
provision of a Deluge for Noah and a moving star for 
the Nativity The producers, whose ofiicial tide was 
‘Supermtendents of the Performance’ or ‘Conductors 
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)f the Secrets’, were two brothers, Guillaume and 
ehan de la Chi^e 

In this medieval theatncd system the manner of 
ilaymg appears to have been as ngidly laid down as 
^t of a player m an orchestra, and the resemblance of 
this huge prompt-book to an orchestral score is per- 
haps the best proof of the autocratic power of the 
producer The Renaissance with its ambivalence of 
submission to classical authonty and mdulgence m 
wild and passionate mdividuahiy gave a new world of 
activity to the actor In the dialogues of Leone da 
Sommi of the mid-sixteenth century, m the scenarios 
of the Commedta deWArte, we see the actor compelled 
to that team-work that is inseparable from true theatn- 
cal activity, yet permitted liberty so far as his body 
will adapt Itself to the mood of the play When this 
liberty swells into Ucence, we have Shakespeare warmng 
his clowns not to speak more than is set down for thptn 

We shall never know the full details of this gestatory 
penod, but we may hope to recover somelhmg of the 
Elizabethan practice by probmg a htde further mto the 
European situation of the drama The theatre of Ger- 
many was definitely and admittedly bom of theEnghsh 
theatre, and in the documents of its early progress we 
have material that has not been frilly utilized for 
theatncal history In the last fifteen years of the six- 
teenth century Enghsh compames wandered to Ger- 
many and Holland and played condensed versions of 
popular English plays Their success was prodigious 
,^ey were soon forced to act m German, and from the 
jmglische Komodtanten^ as they were called, grew the 
German theatre The best contemporary account is by 

fynes Moryson who was at Frankfort in September 
159^ ’ 

Germany hath some few wandenng comedians, more 
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deserving pitty tlian prayse, for die senous parts are ddiy 
penned, and uorsc acted, and die mirdi diey makes 
ndiculous,and nodiinglcssc dianwjttyfaslformeriyhai? 

cd). So as I remember that wJicn some of our casr 
despised stage players came out of England into Gerroa/v 
and played at I ranckford in the tyme of the Alart, having 
neither a complete number of actors, nor any goex 
apparel, nor any ornament of die Stage, yet the Germans 
not understanding a worde they saydt, bodi men ani 
women, flocled wonderfully to see theire gesture anc 
Aaion, rather dian heare them, speaking English whid 
they understood not, and pronouncing pieces and patche 
of English playcs which my selfe and some English met 
diere present could not heare wdiout great wearj'soraenes 
Yea mysclfe coming from Franckford in the Company oi 
some chcefe mercliants Dutch and Flemish, heard then 
often bragge of the good market they had made, oril^ 
condoling that they had not the leisure to heare th, 
English players 


Again, in the Nedierlands, he says. 

For Commedians, they Iitde practise that arte, and are 
die poorest Actours that can be imagined, as myselfe did 
see when die Citty of Gertrudenberg bemg taken by them 
from the Spanyards, they made bonsfyers and publikly at 
Leyden represented that action in a play, so rudely as the 
poore artizans of England would have both penned and 
acted It much better So as at the same tyme when some 
cast players of England came into diose partes, the people 
not understanduig what they sayd, only for theere action 
followed them wath wonderful! concourse, yea many 
young virgins fell in love with some of the players, an^^ 
followed diem from atty to atty, nil the magistrates were 
forced to forbid diem to play any more ^ 


This gives a valuable contrast between England, 
which already had a developed art of the theatre, and 
the northern connnent It is not merely patriotic pnde 
because the statements are supported with naive eifl” 
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thasis from German sources Baldiasar Paumgartner 
mtes to his wife from tlie same Frankfort Fair visited 
>y Moryson* 

'^ere are some Engbsh actors whose plays I have seen 
rhey have such splendid good music, and are perfect m 
ieir danang and jumping, whose equal I have never yet 
>een There are ten or twelve of them, all nclily and 
magnificently clothed 

Our most valuable evidence for the nature of these 
players’ art comes from tlie work of Jakob Ayrer who 
wrote 140 plays in 15 years, half of them fortunately 
lost, but important because he was not onginal enough 
to depart widely from the models he used Sackvillc’s 
troupe of players performed in Nuremburg from 26 
^pnl to 23 May 1596, and immediately after their de- 
jparture Ayrer began his second Roman Drama, con- 
"taining the figure of John Posset the English clown 
based on Sad^lle’s favounte role of Johan Bousct. 
The preface to his 0/jus Theatncum speaks of ‘every- 
thmg arranged according to hfe and so drawn up that 
everythmg can be acted and performed in person after 
the new English manner and style’ The Germans 
Were impressed by the English naturalisuc style of 
acting and the complete absorption of each actor in his 
part. Their imitations afford valuable evidence for the 
reconstruction of Shakespeare’s practice 
^ ^ In this European situation, Shakespeare grew up and 
^ed It IS not too much to say that there is hardly a 
detail in the evolution of the theatre of his time with 
which he IS not familiar He came in time to be a 
pioneer, to feel that the theatre was still in its crudity, 
and therefore mocks while leammg from the older 
sj^tems of staging and theatncal presentation Most 
of his comment on the older forms of drama is 
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condemnatory, but it is difbcult to mock withoutac- 
quamtance. He laughs, in Henry iv iv, at 

This roanng devil i* the old play, that every one mar 
pare his nails ■with a wooden dagger ‘ 

In Zear, i. u, he gibes at earher mechamcal construc- 
tion: 

And pat he comes hke the catastrophe of the old comedj 

In Lovis Labour* s Lost, the conventional ending is 
blown upon: 

Our wooing doth not end like an old play. 

Jack hath not Jill 

Justice Shallow, who was no Roscius, is permitted to 
remember his mummings, 

I remember at Mile-end-Green^ when I lay at Clement 
Inn, I was dien Sir Dagonet m Arthurs Show. 

He knew of, and may have seen the miracles, and 
calls upon them when he talks of the theatre and out- 
Heroding of Herod The creakmg solemmty of 
Cambises vein is used to mark the pompousness of 
Polomus or the mock senousness of Feste Seneca to 
him IS heavy, dumb show and amateur pageantry are 
suspect^ and the pious morahnes give him occasion for 
parody It is difficult to prove parody, but much of 
Launce’s speech about his shoes in Two Gentlemen of 
Verona^ some of FalstafFs comment on his honoqr, 
and all of Launcelot Gobbo’s speech in Merchant ^ 
Venice^ II ii, can be traced bade to the debating 
S3^tems of dus old form. 

Certainely, my consaence will serve me to run from 
this Jew my Maister the hend is at imne elbow, and 
tempts me, saymg to me, Gobbo, Launcelot Gobbo, good 
Launcelo^ or good Gobbo, or good Launcelot Gobbo, 
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use your legs, take the start, run awaic my consaence 
sates no, take heede honest Launcelot, take heed honest 
Gobbo, or as afore-said honest Launcelot Gobbo, dee 
not runne, scome runmng with thy heeles, well, the most 
^Edtagious bend bids me pack, via sates ^e fiend, away 
sales the fiend, for the heavens rouse up a brave minde 
sales the fiend, and run, well, my consaence hanging 
about the necke of my heart, sates vene wisely to me my 
honest fhend Launedot, bemg an honest mans sonne, or 
rather an honest womans sonne, for tndeede my FaAer 
did somethmg smack, something grow too, he had a 
kmde of taste, wel, my consaence saies Launcelot bouge 
not, bouge saies the fiend, bouge not saies my consaence, 
consaence say I you counsaile well, fiend say I you 
counsaile well, to be rul’d by my consaence I should stay 
nth the Jew my Maister, who (God blesse the marke) is 
kmde of divell, and to run away from the Jew I should 
le ruled by the fiend, who saving your reverence is the 
(ivell himselfe certamely the Jew is the vene divell in- 
amation, and in my consaence, my consaence is a kmde 
»f hard consaence, to offer to counsaile me to stay with 
he Jew, the fiend gives the more fnendly counsaile I will 
Tinne fiend, my heeles are at your commandement, I will 
‘unne 

It seems, moreover, no acadent that m the plays 
used or alleged to have been touched up by Shake- 
speare, we have a museum of the evolution of theatre- 
(iaft, a museum that should be utilized to peer into 
Shakespeare’s workshop 

What are the problems of a man of the theatre? 
first It may be suggested that the actual staging and 
'^tage carpentry are somewhat from our purpose. Hhs 
real busmess is the disposition of chargetprf;, thp 
s pagng, the groupmg, the business of ensemblT^ 
mamten^ce ot continuity and variety^ tlif. ar-biw ^- 
n^t of various systems of illusion, whether ag 
women, day as mght, two men as the armies of France, 
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tuo Jniman throats as a •\ast tempest, the maintenance 
of melody anci harmon>, the establishment of um^ 
and poetry and even philosophy amid tlie trivialities 
artincnl tiuindcr and glucd-on beards Slialespeaie 
took the shape of his theatre for granted and frankly* 
accepted and utilised its limitations. In PcncleSy Actn, 
tJic prologue sajs* 

In your ifmmmnon hold 
I Ills sngc the ship, upon whose deck 
1 he sea-tost Pcnclcs appears to speak. 

In Henry V tJie chorus say: 

And so our Scene must to the BattaiJe 
Vi' litre, O for pitty, we shall much disgract^ 

With fourc or fit c most \ ile and ragged foylc^ 
(Ihpht ill dispos’d, in brawJc ridiculous} 

1 he Name of Agincourt, 

VVlierc tlien docs he clearly sliow his sense of die 
tlicatro, of the mo^ cment of human bodies sculptur- 
ally on a stage view'cd almost from all angles^ In 
Hamlet^ Act i, Scene v, where die ghost in the cellar- 
age dragb Hamlet and liis fnends about die stage In 
Machethj Act V, Scene iii, wdiere he never forgets for 
a moment tliat Macbedi is putting on his armour. 

Macleth Give me mine armour. 

How does your panent^ doctor ^ 

0 

TJirow physic to die dogs, I'll none of it 
Come, put mine armour on, gt\^c me my staff 
Seyton, send out. Doctor, die dianes fly from me. 
Come, sir, dispatch If thou couldsl^ doctor, cast 
The water of my land, find her disease. 

And purge it to a sound and pnsune health, 

I would applaud thee to the very echo, 

That should applaud again — PulTt off, I say , — 
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What rhubarb, cyme, or what purgative drug, 
Would scour these Enghsh hence? Hear’st thou 
of them*' 

Doctor Ay, my good lord, your royal preparation 
Makes us hear somethmg 
Macbeth Bring it after me 

I will not be afraid of deaib and bane 
Till Bimam forest come to Dunsmane, 

where the gestures help the psychological conduct of 
the drama Clearest of all is it seen in Antony and Cleo- 
patra^ Act rv. Scenes 111 and iv, where the soldiers come 
in guard — ‘good night — good night’ — strange music 
if hoboyes under the stage — ^the night becomes con- 
aous and its passmg is marked, and then m the re- 
uctant dawn Cleopatra helps Antony on with his 
irmour, for Antony will stay no longer abed, and later 
he captam comes to say the mom is ready — and so 
ime moves in the enchantment of Shakespeare’s il- 
usion 

He has restrictions all the time — ^he works widi 
well-marked conventions two colours symbolize two 
armies, space is gained when kmgs and armies march 
about the stage in procession — one of the chief of 
Elizabethan stage conventions In Henry before 
Agmcourt, the shabby coats of England contrast with 
the bnght armour of the French — the Romans and 
Egyptians are differentiated with subtle art in Antony 
and Cleopatra, the Bntish and the Romans m Cymbe- 
. Ime Trumpets make a batde. Tune passes in divers 
\ways The stage must be emptied, and therefore bold 
formal processions end the tragedies, Lear with a dead 
march, Hamlet with Fortinbras bearmg off the bodies 
and then a peal of ordnance shot off This practical 
necessity of clearing the stagewas so present that when 
m the German imitations it is necessary to leave a 
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dragon to be found by one of the players — the stage 
dnrecnon says specific^y 

This worm must not be removed. 

Such general indications almost convince us thattne\ 
Ehzabethans would have understood our nonon of a 
‘producer’. Fortunately we have defimte evidence on 
Ae matter. John Aubrey, in wntmg of Shakespeare, 
points a contrast* ‘Now B Johnson was never a good 
actor but an excellent mstructor*, and the Induction 
to Cynthid s Revels^ 1600, has* 

I would speak with your author, where is he ^ 

Not this way, I assure you. Sir, we are not so offiaously 
beiiiended by him, as to have his presence in the tinng- 
house, to prompt us aloud, stamp at the book-holder, 
swear for our properties, curse the poor nreman, rail the 
music out of tune, and sweat for every vernal treqiass we 
commit; 

and m Bartholomew Fair a little later (1614): 

I am looking, lest the Poet heare me . hee has kick’d 
me three, or foure tunes about the Tyrmg-house for but 
oSenng to putt m, with my experience, 

but most important is evidence from a German wnter 
Johannes Rhenanus m prefacmg a play adapted from 
the English 'LmgucC in 1613 * 

So far as actors are concerned they, as I noticed m 
England, are daily instructed, as it were in a school so that 
even the most emment actors have to allow themselves 
to be mstructed by the Dramatists, which arrangement , 
gives hfe and ornament to a well-wntten play, so that it is 
no wonder that the English players (I speak or the skilled 
ones} surpass and have the advantage of others 

This seems to be a direct allusion to rehearsals, to 
which Rhenanus was perhaps admitted In any cas^ 
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in Quince we have Shakespeare’s sabrical portrait of 
a producer at work 

We may now endeavour to reconstruct what took 
place on die stage, how Shakespearian players acted 
we can be certain that Ehzabethan acting was bolder 
than now, that speech was much quicker, that gesture 
was wilder, that bodily movements were more actorish 
It is still possible to see the equivalent of Shakespeare’s 
audience at the few remaining melodrama theatres of 
London, at Colhns’ Music Hall or the Elephant, where 
Sweeney Todd — the Demon Barber of Fleet Street and 
Mana Marten or the Murder in the Red Barn are still 
played There can be found, perhaps not the Eliza- 
bethan stench of garhc — ^but one might easily 

/ be pasted 

^ To the barmy jacket of a bere-brewer 

There, too, will be found those ‘Squirrels that want 
nuts’, who are warned by Shirley, ‘Pray do not crack 
the benches’. There will be found an audience alive 
to every jest, quick to accept the fun of exaggeration, 
to distinguish between good and evil, to hiss at vice 
and applaud virtue There the acting is perhaps our 
nearest to Shakespeare’s actmg There illusion is com- 
plete There the good wife of The Kmght of the Burn- 
ing Pestle makes her comment on the gladness and the 
sadness of the scenical happenmgs 
Jonson, m his Staple of News, used the term ‘over- 
3ct The actor ‘does over-act, and having got the 
^^it of It, will be monstrous still in spite of counsel’. 
The stampmg, robustious player existed 

whose conceit 

Ues m his hamstrmg, and doth dunk it nch 
^ hear the wooden dialogue and sound 
Twixt his stretched footmgs 
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And we learn something of Alleyn*s manner of playing 
Tamburlaine from T M 's The Blache Booke (1604) 
the spindle-shanke Spyders . . went stalking over hu 
head, as if they had bene conning of Tamburlawi 
Women when distraught rushed in with ‘their hau^'r 
about their eares* Brutus ‘suddenly arose and walked 
about, musing and sighing, with his arms across' 
Othello shouts O, O, O, and falls on the bed Boye 
says he is ‘stabbed with laughter’, and acts accordingly 
Regan, in the old play of King Lear, 

Knits her brow, and bytes her bps 

And Stamps and makes a dumb show of disdaynej 

the affected Boyet darts his hand, and the veiy stairs 
kiss his feet, i e even his walk is indicated. In Ttm^ 
the mutilated Lavinia tosses a book about and turni 
over pages with her stumps, and Titus himself asks. 

How can I grace my tall^ 

Wantmg a hand to give it action. 

If this IS tlie general condition of gesture, how then 
could the German wnter speak of the charm and ap- 
propnateness of gesture and Shirley of ‘graceful and 
unaffected action’ ^ Delicacy in acting can be amply 
and wonderfully proved from Shakespeare Restrained 
emotion is shown m Conolanus, v ui, where the foho 
stage direction reads, after Volumma’s speech of 
pleading. 

Holds her by the hand silent. \ 

and in Macbeth^ Act rv. Scene lu, the scene of eurquisite^' 
management and restraint when Macduff is told of his 
wife’s death, he pulls his hat over his face and is silent 

Malcolm Merafull Heaven: 

Wliat man, ne’re puU your hat upon your browes; 
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Give sorrow words, the gnefe that do’s not spealwe. 
Whispers the o’re-fraught heart, and bids it breake 

Perhaps it was the stage cfuality in these lines diat Ford 
expanded to maiestic proportions in his Broken Heart. 
In Richard JIv/e have a gesture exquisitely poised and 
used magnificently as a structural symbol, in the march 
of the play’s acaon In Act in. Scene ii, comes Rich- 
ard’s sad speech on hearing of his defeat, 

Let’s talk of graves, of worms and epitaplis. 

He speaks of death. 

Within the hollow crown 
That rounds the mortal temples of a king 
Keeps Death his court and diere the antic sits. 
Scoffing his state and gnnnmg at his pomp, 

« • • • 

Comes at the last and with a htde pin 
Bores tlirough his castle wall, and farewell King! 
Cover your heads and mock not flesh and blood 
With solemn reverence 

Clearly he has wrenched off his crown at ‘farewell 
king’, an omen of the abdication later, all present 
sweep off their headgear to avoid being covered m the 
presence of an uncovered king 

Those who begrudge the actor or the singer his 
concentrated fame, forget that his, even more than the 
tumbler’s or dancer’s, is a short-lived fame, vanishing 
'With the echoes of his voice The nineteenth century, 
with Its slow deliberate intellectual distortions of 
famous speeches, almost ruined our understanding of 
the Shakespeanan world of sound It is clear that the 
Elizabethans spoke quickly and distincdy to achieve 
the two or three hours traffic of the stage It must be 
remembered that much of it was open-air speakmg 
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Overbury said of ‘an excellent actor’, perhaps oi 
Burbage, 

for his voice, 'us not lower than the prompter nor 
louder than the foil or target. 

In the Spanish Tragedy we have a hint in praise of the 
‘Oxford accent* 

Hier It was determined to have Beene acted. 

By gentlemen and schoUers too, 

Sudi as could tell what to speake 
Bal And now it shall be said, by Pnnces and Couroers 
Such as can tell how to speak 

We may recover at leasta fragment of Shakespearian 
diction from Shakespeare’s own joke about the pro- 
ducer who could not imderstand punctuation In A 
Midsummer Night's Dream, v. i, Qumce enters as Pro-S 
logue, and tlie punctuation kept faithfully, through | 
Quarto and Foho, points the joke 

Pro If we offend, it is with our good will 

That you should thinke, we come not to offend. 

But with good will To shew our simple skill. 

That is the true begmrang of our end 
Consider then, we come but m despight 
We do not come, as mmdmg to content you. 

Our true intent is All for your dehght^ 

We are not heere. That you should here repent you. 
The Actors are at hand, and by their show, 

You shall know all, that you are hke to know 

S 

The comments that follow, exquisitely and almost 
foppishly punctuated, may serve as a contnbuUon to 
the present-day quarrels about the dramatic use of 
stops in Shakespeare’s works 

Theseus This fellow doth not stand upon points. 
Lysander He hath nd his Prologue, hke a rough Colt. 
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he knowes not the stop A good motall my Lord 
It IS not enough to speake, but to speake true 
Hippolyta Indeed hee hath plaid on his Prologue, like 
a childe on a Recorder, a sound, but not m govern* 
^Bent. 

Theseus His speech was like a tangled chaine nothing 
unpaired, but all disordered Who is next ^ 

Althou^ It is probable that the Elizabethan actor, 
espeaally m bold thunderous plays, spoke almost m an 
avdanche, there can be little doiibt Aat the prologues 
and epilogues were regarded as special displays of elo- 
cution and, being wntten and punctuated to that end, 
still retam their mt^ic, that reaches a summit in the 
epdogue to As You Like It How far the soliloquy was 
m exerase m diction will never be known It has a 
pecuhar emphasis where it is an element m exposition 
or character-building, and derived vast theatncal relief 
owing to the speaal contact estabhshed when the actor 
advanced to ‘the skirt of the stage*, and spoke his Imes 
into the mdividual ears of his audience 
Before we exaimne the more delicate function of the 
clown in the Shakespeanan system, it would be well to 
glance at him in the raw state from which Shakespeare 
refined him His chief fault lay m straying from the 
text, though Thomas Hughes, many years before, 
complamed of similar behaviour in the Gentlemen of 
Gray’s hn, m their treatment of his Mtsjfortunes of 
Arthur^ ‘here set downe as it past from under his 
<liandes and as it was presented excepting certame 
^wordw and Imes, where some of the Actors either 
helped thar memones by bnef omission, or fitted their 
aomg by some alteration’ Hamlet’s complamt was 
cifsa enough, ^d I am tempted to see an allusion to an 
wly form of his advice to the players in Robert 
Armm s statement m bs Qutps upon Questions or A 
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cloiifties conceite on occasion offered. By Clunnyco de 
Cur tamo Snuffe. 1600: 

True It IS, he playes the Foole indeed. 

But m the Play he playes it as he must 

In any case this is the only confession I have Been abl( 
to find in which a clown, in his own person, admits an] 
restraint laid on him The clown’s tncks are many 
from eating bread and butter through a curtam tc 
playing with huge slippers or big boots Kemp' 
shppers were as famous then as Litde Tich’s or Mr 
Charles Chaplm’s to-day, and Sackville, who used 
the same tncl^ was described by a German poet in ijp? 
as wearing shoes ‘neither pincheth him a whit’ The 
German fools took over the English clown’s drum and 
fife, they came on with armour back to front, ana 
a German stage direction shows one of the rare con- 
crete allusions to the necessity of getting a laugh 

John Pansser comes m wondrously dad, not down- 
ishly but venerably and honourably, yet so that there is 
something to laugh at He takes his hat off, bows to all 
four corners of the stage, dears his throa^ wanders around 
a long time, and when that raises a laugh, he laughs too 
and waves his hands 

From the German imitations we have some valuable 
hints concemmg details of stage behaviour and stage 
effects In the Spanish Tragedy the direction for Hiero- 
nymo is, ‘He bites out his tongue’ In Ayrer’s adapta- 
tion, ‘he produces a knife, cuts his tongue off, throws 
It away, and holds a blood-stamed dodi to lus mourn . ^ 
Tn the deatli scene, when Petnan shoots Nidaus, he 
has mwardly a small squirt full of red liquid This he 
presses as if he were clutching his wound, sqmrts die 
liquid through a litde hole on to his belly, like blood, 
and rolls round till he dies’. These details take us back 
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to the English Cambtses^ where, ‘Enter Crueltie and 
Murder with bloody hands’, and when Smirdis is 
killed, Crueltie cries 

■''"Even now I strike his body to wound 
Beholde now his blood springs out on the ground, 

ind the stage direction reads, ‘A little bladder of 
i^ineger pnckt* In another play the storming of Jeru- 
sdem IS mmutely described for stage purposes and 
would repay careful examination, while ram is pro- 
duced in this wise 

The waterworks are so arranged that the water is 
pouted into a hanging dish hidden above and the dish has 
a stnng behind it, so that when John conveniently pulls 
^ string the water falls mto a sieve, that is also covered 
over wiA leaves and falls on John and makes lum some- 
what wet. 

It would be easy to carry this discussion of the 
matenal side of the Ehzabethan stage much fartlier, to 
speak of costume and make-up, of ghosts and storms, 
thtknder, atmosphenc effects and extemporizing, of 
properties and loose heads, of ‘noises off’ All these 
things, though important in helpmg us to get the ‘feel’ 
of the theatncal practice of Shakespeare’s time, can be 
regarded as litde more than the canvas and pigments 
with which the painter works, and in their highest form 
js the mere subject-matter that a Signorelli or a C6- 
panne forces to his own ends, whether of design or 
r significance. 

I.et us be bold and take Shakespeare’s greatest play, 
Kmg Lear, that by mneteenth-century distorting 
cntiasm has been bracketed with Love’s Lahour 's Lost, 
as implayable. It contains more problems of the 
theatre than almost any other existing play In Ger- 
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many, at any rate, to play a good King Lear is the 
summit of an actor’s career. The problems of produc- 
tion are of the highest complexity, ansing out of 
Shakespeare’s manipulation of his tlieatncal matenak 
Tlicre IS not, from beginning to end of the play, one 
single stage direction giving tlie scene, it has no ‘local 
habitauon and a name’. Such localization as there is 
comes from within the text- We are thrown back im- 
mediately to the actors whose groupings and move- 
ments and linked speeches must provide the theatncal 
unity over and above the dramatic unity of the plot 
and Its intellectual problem Modem dramatists, apart 
from scnumental entertainers, fear this homelessness 
and timelessness Only a rare piece like Benavente’s 
Los Interests Creados dares to build a serious fantasy, 
’Once upon a time, m a certain place’ And of all fan- 
tasies King Lear contains the most impossible when 
Edgar builds up a cliff with his voice, gives it shape 
and dimensions from above and below to cure Glou- 


cester’s despair. It is a fantasy that can exist only with- 
in the conditions of tlie actor’s art, and is so wntten, 


with mathematical perspective that even the Itahan 
decorated stage of the time could not better, and as for 
the voices, it would be well to study the changed 
rhythms There is a bold difference between Edgar’s 
speech before and after the fancied leap, there has 
already been a change from his ‘Poor Tom’ voice, and 
this IS marked by Gloucester for theatncal, pracucM 
purposes, since ^e poetical description of the cliff 
would have had comical rather than magical value in 


a contorted accent, and there are qmeter, more com- 
posed tones in Gloucester’s second voice I emphasize 


these important tnvialines because it is not in pious 
philosophical generalities that Shakespeare’s art of the 
theatre can be displayed. 
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Edgar is the most complex of all Shakespearian 
parts No consaous conceited actor dare attempt iL 
We do not know who played it ongmally, but it is no 
unjustifiable assumption Aat it formed part of Shake- 
speare’s researches into the dramatic function and 
theatncal capability of the down or fool, and was per- 
formed by an actor who, if not a genius, possessed 
enough of that quality to harmonize the part’s dis- 
cordancies and make it credible on die stage It is not 
too much to say that King Lear is an arabesque of fools 
or that m the evolution of the Shakespearian fool 
we have the most valuable field of inquiry for the 
exammation of Shakespeare’s structural development 
It would be difficult to go beyond Kmg Lear in com- 
plexity of fools In Lear himself, who is mad, in his 
pendant professional fool who becomes more foohsh in 
his terror, Gloucester, who is on tlie verge of suiadal 
mama, and in Edgar the arofiaal fool, we have all four 
grades of genmne, professional, partial, and factitious 
fool It must not be forgotten that one of the chief 
of Shakespeare’s favourite words is ‘fool’ To trace 
Shakespeare’s use in detail is difficult m our uncer- 
tainty of his chronology, but we may mdicate some 
landmarks In Love’s Labour’s Lost, a verbal play. 
Costard the down is used for dictionary humour, and 
usK his body but litde more than the others m the 
Masque of the Nine Worthies In the Comedy of Errors 
^ an exercise m dramatic archaeology, the sets of twms* 
over and above the verbal fector, which is almost a 
dramatic constant m all Shakespeare’s fools, are used 
for humour firom the hall of mirrors In Two Gentle- 
men of Ferona, Speed, after the Spamsh manner, is a 
distorted echo and a crude chorus, but m Launce we 
h^e the beginnmg of the true Shakespeanan clown, 
WHO, as he must have been in his original form, is 
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closely allied to the music-hall comedian tv ho, Tvith his 
unaided personality, entertains the audience with his 
moods and gestures. Of this kind, and in close brother- 
hood Tvith Launce and his shoes and dog, is hfc 
Charles Chaplin, by many regarded as the greatest^ 
living actor of to-da}'. It is not unamusmg to note an 
earlier expenment in the music-hall manner in the 
cross-talk between Moth and Armado m Lovis 
Labour ’s Lost In a recent performance of this play in 
modem costume it TV'as found that the only plausible 
manner of presenting this scene was to bnng the 
players close to tlie footlights and give them the posi- 
tion of display and contact possessed m Elizabethan 
times by the sohloquy or the explanatory openers of 
tile play, Midsummer Night* s Dream is a fable with 

the motto, ‘VfTiat fools these mortals be’. The dra- 
matic problem is to link the never-endingsuccession of 
condescensions with the dramatic irony provided by 
tlie theatneal necessity of creaung foohshness suited to 
the three spheres of existence It is the comic ara- 
besque of wluch Lear is the tragic counterpart. Fal- 
stafF IS one half of a problem in dramatic ptychology, 
of whicli the concluding pomon is Hamlet, and does 
not affect tlie progress of the fool In As You Like It 
and Twelfth Night we have the mamnty of the Shake- 
speanan clown He is, in both plays, an mdependent 
figure yet Imked inextncably Tvith the essennal sub- 
stance of the play. In As You Like It Touchstone and^ 
Jacques are tlie two significant figures. Touchstone, a 
man of the court who has fled to the fields for happi- 
ness, Jacques, who is half-way to revolt against the 
world and wants to be a fool Touchstone marries 
Audrey to close the door agamst all return to the 
follies of court life That this mterpretation has 
theatneal plausibihty was proved in a Berhn perform- 
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mce in which Ehzabeth Bergner and Fntz Kortner 
jemonsttated the intellectual flexibihty of a play that 
s usually smothered m leaves like the Babes m the 
Wood Li Act HI, Scene lu, Jacques and Touchstone 
play not as lord and clown, but well-mgh as equals, 
and when Touchstone announces that he is to marry 
Audrey, a smile appears on Jacques* face, growing to a 
laugh and finally to uncontrolled memment in which 
Touchstone joms, the two men of tlie court have tlieir 
secret, and a flash of illumination fills the play with 
more than pastoral quality. Shakespeare is begmning to 
be senous Twelfth Night is m many ways the most 
serious of all under a mask of lighmess Its problem is 
the eternal antagonism of Puntan and light-heart, the 
TOotagonists are Feste and Malvoho In the end Fcste 
/Wins and Malvoho loses, but m his victory Feste is 
sad Feste is no boy as so often played, he must be of 
•'years to make the conflict with Malvoho more real, 
more respectful The clown is here entangled in the 
mam plot, which is the Malvoho plot. We may even go 
so for as to say that the masquerade plot of the Duke 
and Viola is a kind of extended scenery m which tlie 
tragi-comedy can take place Music may be the food 
of love to begm with, but music is the substance of 
tragedy when Feste smgs the dirge of his youth at 
fte end After this, so far as the fool is concerned 
ftere is decadence, if we can take decadence to be 
tile excessive preoccupation of the artist with his 
^chnique 

! Beyond Feste the fool cannot go with impumty, but 
m two plays Shakespeare makes an attempt to stretch 
bun beyond his fimcnon In Zeor, as we have 
the distnbution of this fimcnon over the chief 

^ ^produced a techmcal disaster 
that cannot be redeemed without the return of the 
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onginal condiuons of the stage and perhaps -mdiou 
another genius such as played die onginal Edgar) 
The other play, strange as it may seem to bnag'^ 
It withm this particular discussion, is Antony am 
Cleopatra. There two of the clown*s chief funcUon^ 
are divided, that of the buffoon is ^ven to Antony on 
Pompcy’s ^ley, that of the diorus to Enobarbus In 
this connexion it is of some histoncal mmrest to note 
a modem use of Shakespeanan techmque that has won 
the bghest honours on the modem stage. The sub- 
stance of Act III, Scene vi, in which Pomp^ at on** 
side and Caesar, Antony, and Lepidus at the odier, 
their amues symbolized by leaders and standards, en- 
gage in negotiations while Enobarbus the plam-spoken 
adds his thread, is, save for Enobarbus' mterference| 
one of the commonest of Elizabethan conventions f 
the close conflict of powers, whetlier m war or diplo- 
macy. Mr. Bernard Shaw, in the discussion scene m 
tile tent m St. Joan, has gone back, wittmgly or un- 
wittingly, to this device. The power of England m the 
person of the 1^1 of WarwiA deals with the power 
of the Church in the person of the Bishop of Beauvais, 
and Enobarbus is snll present as plam-spoken Stog- 
umber. Perhaps this is Shakespeare's revenge for some 
of Mr. Shaw's stnctures on his theatncd capaaty 
This discussion has, I hope, hinted at the way m whi^ 
the practical necessity of havmg bodily humour m his • 
theatre was utilized by Slakespeare to produce die 
subtlest of dramatic essences 
Lest I be accused of neglecting Shakespeare's boards 
let us see how Shakespeare himself treats them with 
sublime insolence. For him the stage has a magic 
adaptability; locality, except by acadent, has no exis- 
tence; space to hun has no more logic than in a hash 
ish dream. Thomas Platter, on a visit to En^and in 
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1599, saw Julius Caesar acted with about fifteen actors, 
and yet the dramatis personae amount to thirty-three, 
atdudmg auzens, senators, soldiers, and attendants 
I5,a change of place is to be achieved by a journey, the 
ilayers move about the stage m full view of the au- 
lience, sometunes a change of scene is made by a 
haracter gomg out by one door and coming in im- 
nediately by another, a general and his standard- 
learer are suffiaent to fill a stage with the symbol of 
in army, Romeo bids farewell to Juhet in a room 
DverloolMg the garden which on the entrance of her 
nother becomes, without logical question, another 
part of the house With a few trumpet noises and two 
pairs of men m smgle combat the ends of a vast batde- 
^eld are telescoped withm the dimensions of the stage 
More wonderful still, and accepted without a blink, is 
the convention by which the stage may represent two 
places at once We scoflF at the cmema, yet the con- 
vention by which the blank screen may be any place 
without umty or succession of time is paralleled in one 
of the most magical pieces of Shakespeanan illusion 
In Richard III, Act V, Scene 11, to build up the con- 
trasting moods of Richard and Richmond the mght is 
made to pass Richmond says 

The weary sunne, hath made a golden set. 

Catesby, a htde later, says 

) It’s supper time my Lord, it’s mne a docke 

T^e dead of night passes with the procession of ghosts, 
then Ratchffe rouses the King with news of cockcrow, 
then one of his lords tells Richmond it is four o’clock 

the King announces It IS an hour past sunnse For the 

^sing of time there is a more emotional parallel m 
Antony and Cleopatra, but for the mystery of place it 
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has no parallel The two armies pitch their tents o 
eitlicr side of the stage, logically the camps are a saf 
distance apart, and the procession of ghosts in alter 
nate sentences dishearten Richard and comfort Ridi 
mond, the simultaneity, by goodwill of the audience 
IS more po\v erfiil even than in those effects of tht 
anema, where the fire-engine and the advanang flame 
are shown in swiftly alternating scenes, or where tht 
reprieve rushes along to the rhytlim of the condemneo 
man*s progress to the scaffold. Expressionistic and 
post-expressionistic drama in Europe, m turning to the 
anema for its systems of flickering alternation, is 
merely exploring a simple and sometimes crude Eliza- 
bethan device 

It IS not uninstructive to take advantage of the b^ 
furcation of the drama in its extremest modem fonm 
for a technical analysis of the Shakespeanan Aeatre 
We have (whether it results in art is a matter for dis- 
cussion) the completely visual element separated out 
in tlie anema, the completely auditory in foe wirel^ 
play. Both aspects may teach us something. Ine 
purely visual cinema play is one without ej^lanatoty 
sub-titles Perhaps foe greatest film of this kind. 
Warning Shadows^ with Fntz Kortner, foe great Sh^e- 
speanan actor, as its chief player, ach^ed some of its 
success by taking foe Shakespeanan Othello theme as 
Its motive, foe bodies of the actors and their groupmgs 
were foe sole matenal of the play, and oim actors 
visited It to get a rare opportumty of learning 
At foe other end of foe scale it has been found^foat ot^ 
all plays tested on foe wireless Shakespeare s hwe 
been most successful, smce there is not only verbal 
scene-paintmg, but verbal time-mdications and light- 
ing effects The progress of these two attempts at art 
.how remarkable parallels with the development of 
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Elizabethan drama We have seen the development 
from crude ‘slapstick’ to the miimng subtleties of Mr 
Charles Chaplin, we have seen the progress from 
OTde action to sensitive psychology, we have even 
'%en, as the Elizabethans saw, the change from a robust 
joyous mood-to something bordenng on the morbid 
If thp nnpni a IS to be an art, w e are m the umque posi- 
tion of bemg able to watch it from its birth, a pnvilege 
the modem world has been accorded by no other 
artistic mamfestanon In the wireless play we have 
already seen Mr Richard Hughes, a University wit, 
placing his drama in a coal mme where the visual 
element is completely elimmated From such crude 
beginnmgs as these, whether in Cambists or Gammer 
(plan’s Needle^ grew Hamlet^ The Broken Heart, and 
twelfth Night 

It is seldom that we are permitted to see a Shake- 
»peanan play as one that must win its way by its pure 
theatrical quabty How then did Shakespeare succeed 
in subduing the unruly audience of the open-air 
theatre and make it bsten to his play ^ In The Tempest 
‘A tempestuous noise of thunder and hghming’ is 
heard, foul and tedmical words draw the audience’s 
attention and the play is on its way If that be unavail- 
mg, ‘Enter Manners wet’, and ever-powerfiil realism 
completes the conquest I have seen an audience at a 
melodrama hushed by the explosion of a submarme at 
the bottom of the sea, and the immediate appearance of 
'the CTew in dnppmg oilshns Such violent means are 
not Shakespeare s sole prerogative, or his complete 
b^ of mcks Remember that The Tempest was his 

Ut Fame, that all hunt after in their bves 

ijve registred upon out brazen tombes * 




SHAKESPEARE AS MAN OF THE THEATRE 319 

listance it is trae, gives this descnption of Richard 
Jurbage who played Lear, Hamlet, and Falstaff among 
)ther chief parts 

JAz was a debghtful Proteus, so whoUy transforming 
Jiimself into his Part, and putting off himself with his 
doathes, as he never (not so much as m the Tynng- 
bouse) assum’d himself again until the Play was done 
He had all the parts of an excellent orator (ammating 
his words with speaking, and speech with action) his 
Auditors being never more dehghted than when he spoke, 
nor more sorry than when he held his peace, yet even then, 
he was an excellent Actor still, never fallmg in his Part 
when he had done speaking, but with his looks and 
gesture, maintaining it still unto the height 

Such a description explams much, and more might 
We been understood if Nash had kept his promise to 
wnte, so that 

j) Tarlton, Ned Alleyn, Knell, Bentley shall be made 
Imown to Fraunce, Spayne and Itahe, and not a part that 
they surmounted m more than other but I will here note 
and set down, with the manner of their habites and attyre 

We cannot know the detail of their movements, but of 
costumes we know somethmg Even as early as 
Fulgens and Lucres at the begmiung of the sixteenth 
' century, actors’ costume was noted for its nchness 

fought verely by your apparell 
That ye had bene a player 


Ther is so myche nyce aray 
^onges thes galandis now aday 
That a man shall not hghdy 
Know a player from another man 

magnificence of English actors’ costumes dazzled 
ment of It. Speamens of costumes actuaUy worn by 
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Such hues cannot quell or attract the groundlings. 
Small point as it is, perhaps in such an approach we 
have assistance in separating court plays from public 
shows Tlie same lack of initial attach charactenzes 
a Midsummer Night's Dream and Cymheline. Tht 
Taming of the Shrew makes a bold enough beginmg, 
and Twelfth Night opening with song is safe enough 
Of the tragedies, Cortolanusy Titus Andronicus^ Romo 
and Juliet^ Julius Caesar y Machethy and HamletdlX begin 
witli noise and excitement nuts, apples, and pamphlets 
are forgotten, and the play-world begins In Antony 
and Cleopatra and King Lear the first few lines seem 
to give an opportunity for the hubbub to subside 
before tlie action begins In Troilus and Cresstda we 
have a bold experiment. Julius Caesar is clearly a 
play in two parts whose theatrical interest hes in tht 
first half, including tlie murder, whose dramatic inter- 1 
est IS after the manner of a Greek tragedy on the theme 
of the consequences of Caesar’s death. In Troilus and 
Cresstda it would seem as if Shakespeare wished to 
begin die play without pandering He therefore brings 
out a prologue to warn the audience 

that our Play 

Leapes ore the vaunt and firstlings of those Broyles, 
Beginning in the middle starting thence away, 

To what may be digested m a Play 

Attention is therefore needed from the veiy first line, 
and with this first line 

Call here my Varied He unarme againe, 

this fierce play fiercely begins 

We must not forget the contnbution made by the 
actors The German audiences were impressed by the 
unprecedented naturalism of the acting and the actor s 
intensity within his part. Richard Flecknoe, at some 
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distance it is true, gives this description of Richard 
Burbage who played Lear, Hamlet, and Falstaif among 
other chief parts 

lie was a delightful Proteus, so wholly transforming 
diitnself into his Part, and putting off himself with his 
doathes, as he never (not so much as in the Tynng- 
house) assum’d himself again until the Play was done 
He had all the parts of an excellent orator (animating 
his words with speaking, and speech with action) his 
Auditors being never more dehghted than when he spoke, 
nor more sorry than when he held his peace, yet even then, 
he was an excellent Actor still, never fallmg m his Part 
when he had done speaking, but with his looks and 
gesture, maintaining it still unto the heighth 

Such a descnption explains much, and more might 
^bive been understood if Nash had kept his promise to 
|Wte, so that 

y Tarlton, Ned Alleyn, Knell, Bentley shall he made 
r known to Fraunce, Spayne and Itahe, and not a part that 
they surmounted in more than other but I will here note 
and set down, with the manner of their habites and attyie 

We cannot know the detail of their movements, but of 
their costumes we know somethmg Even as early as 
' Ptdgens and Lucres at the beginmng of the sixteenth 
century, actors’ costume was noted for its nchness 

I thought verely by your appaiell 
That ye had bene a player 


Ther is so myche nyce aray 
Amonges thes galandis now aday 
That a man shall not li gh tly 
Know a player from another man 


ihe magnificence of Enghsh actors’ costumes dazzled 
german eyes in spite of Fynes Moryson’s disparage- 
ment of it. Specimens of costumes actually worn by 
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tliese English actors in Germany still exist, as well as a 
^ord used by them on the stage From Henslowe's 
Diary and from the Revels accounts we know that 
speaal costumes were assigned to speafic parts, an 
important aid in clarifying the action on the stage We 
have also a description of a special clown’s get-up 
worn by Tarlton, 

Who came like a rogue in a foule shirt without a band, 
and in a blew coat with one sleeve, his stockings out at the 
hcelcs, and his head full of straw and feathers 

I am convinced that one element in the successful illu- 
sion of the Elizabedians lay in the costume, wluch even 
wlien It was intended to be contemporary was of such 
magnificence as to constitute a stage livery that earned 
With It a heightened atmosphere Archaeological ac^ 
curacy of costume was not understood in its moderr 
stnetness, but some attempt at vensimili tude was made 
In die Court Revels this v'as certainly done, and we 
have an interesting record by Leone de Sommi, an 
Italian producer at Mantua m the mid-sixteenth 
century. 

Since every novelty is pleasing, it is a delightful sight 
to see on the stage foreign costumes, varying from our 
usage, hence it is that the most successful comedies are 
those costumed in the Greek fashion, for this reason more 
than any other I have arranged that tlie scene of the piece 
which, God willing, we shall present Tuesday, is laid m 
Constantinople, so tliat we can introduce for men and for 
women a style of dress unfamiliar to us here And ifk 
this succeeds well m Comedy, as by expenence we are 
sure that it will, all the more W1 it succeed in Tragedy, , 
in costuming which the greatest care must be taken, never 
dressing the actors in the modem manner, but m the way 
that is shown in antique sculptures or pictures, with tliose 
mantles and that attire in which the persons of former 
centuries appear so charmingly. 
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rhe Shakespeanan stage did not go anydiing like so 
far The drama of which De Sommi speaks is nghdy 
named the Commedia Erudita^ the learned or wntten 
drama opposed to the popular and improvised Co/n- 
^dta deWArte I hope shordy to give a diorough 
account of the contacts of this improvised comedy 
with Elizabethan England, but for the purpose of this 
immediate mquiry it is sufficient to say that more m- 
terest was taken m it by actors than by authors Shake- 
speare’s advice to the players is not merely an attack 
on improvisation, but on this particular school of im- 
provising The players are described by Hamlet be- 
fore he sees them and form a stock commedia delVarte 
company ‘He that plays the kmg’, ‘the adventurous 
’aught’, the sighmg lover, the humorous man, i e die 
‘I'derly pantaloon, the clown, and the lady They can 
ilay bodi learned and improvised drama, ‘law of writ 
md the liberty’, they have a stock of speeches out of 
which they make their patchwork improvisations, they 
use miming or dumb-show, and spoken words At the 
time Hamlet was being wntten, if we take 1600 as a 
possible date, the travellmg actors were returmng from 
the Continent and bringing their theatrical bad man- 
ners with them, theu: habit of improvising and ‘inex- 
phcable dumb shows and noise’ It may be, as Dr. 
Hamson suggests, that Shakespeare is mocking a nval 
company, but if dus is so, they are merely scapegoats 
for a broader technical pnnciple Shakespeare’s in- 
Arestin the Commedta dell’ Arte is shown again m one 
W the best remembered of his speeches, Jacques’ ‘All 
the world’s a stage’ This speech contains description 
of four of the stock characters of this comedy of types, 
the lover, the soldier or capitano who is used by 
Shakespeare himself as Armado in Love’s Labour’s 
Lost^ the justice, and finally, mentioned by his Itahan 
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name, the Pantaloon as lie appears in the old engrav- 
ings, lean and slippered witJi spectacles on nose and 
pouch on side. 

It IS because he cannot neglect any manifestauon o| 
theatrical art tliat he includes this Italian kind in bts 
allusions, it is because he seeks finer effects tlian mere 
bodies can give tliat he condemns it Shakespeare’s 
subtlest cficcts are musical, musical and vocal tones, 
and magical, compelling, hypnotic atmospheres Otto 
Ludwig many j cars ago spoke of symphonic and con- 
certed scenes It is possible to find melodies and har- 
monics, anas, ducts, trios, quartets, and further in such 
a play as Midsummer Night's Dream, In a mild form 
we have, at tlie beginning of lus career in Zoves 
Labour's Lost, an interesung attempt at comic mas 
music in die two successive vocal waves, first whem 
Holofcrnes, in the masque at die end (Act v, Scene 
is being ‘ragged’, and again m die wilder hullabaloo 
during the fight between Costard and Holofemes. 
Tins second tumult is a crude though successful device 
to render theatncally effective the announcement of 
the King’s deadi In diis reputedly unplayable play 
we find laid bare for our inspecuon some of the 
mechanics of playwnting, and like good machineiy, 
though simple, it is effeenve In Merchant of V mice. 
Act V, Scene i, we have an interesting use of the vocal 
duet between Lorenzo and Jessica to point die sceneiy 
and atmosphere of ‘such a night as this’ i 

It IS a commonplace to speak of /Cing Lear as a sym-x 
phony, but I hope to show how die musical elementy 
have dieir practical beating in the theatre I take the 
dramatical problem of King Lear to be die discord 
raised when Lear and Cordelia, who are one harmon- 
ious bemg, are by dramatic fiction tom roughly apart 
The musical movement of die play emphasizes dus 
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discord and demands a reconciliation 1 find this 
dramatic and musical reconciliation occurs dunng the 
exquisite duet m Act iv, Scene vii, when Lear comes 
t^his senses, his mentsd discord is resolved, and his 
(•Cordelia is at last restored to him All this part is 
Shakespeare’s own mvention There is nodung in the 
old legends, nodung m the old play The crescendo of 
the discord is nghdy regarded as one of Shakespeare’s 
summits of dramatic aduevement, but it must not be 
neglected as a theatrical achievement. The dieme is 
boldly stated at the begmnmg of the play 

Give me the map there Know that we have divided 
mto three our ICmgdom 

The height of his disruption, his mental kingdom 
l^vided into the three of lumself, Edgar, and die Fool, 

S ' ' --urs amid an eruption of the elements It is a mis- 
e to suppose that there was no physical storm on 
the stage ‘Storme and Tempest’ are clearly called for 
in the stage directions 

Drummers make Thunder in the Tyrmg-house, and 
me twelve-penny Hirehngs make artifiaall Lightnine m 
their Heavens 


The storm is stilled to allow the actors to speak, and 
there is no need of thunder and lightnmg when Lear 
has such words as these to speak 


Blow^des, & crack your cheeks. Rage, blow 
j^mu Cataracts, and Hymcano’s spout. 

Ay ® Steeples, drown the Cockes 

yYoM Sulph rous and Thought-executing Fires, 
Vaimt-cumore of Oate-deavmg Thunder-bolts, 
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Tliat such crashing storm-music comes to so exquisite 
an end m tlie reconaliation duet is proof enough of 
Sliakespeare’s theatrical capacity. 

It seems, however, that he was not sausfied, the 
duet was too soon over, and in a play not far from 
King Lear in time, in Pencks, he gives us one of the 
greatest of all his musical scenes, Act v. Scene i, w 
which the reconciliation of Manna and Pencles is so 
full of happiness for him that hallucinations of music 
come to close the scene with a dymg fall and a vision. 
Farther than this scene his accomphshment did not go 

It has often been denied tliat the Elizabethans used 
descnptive or atmosphenc music. In its crudest fonn 
martial music for batde purposes has been shown by 
Mr W. J Lawrence to have subtle differences » 
atmospheric quality the song ‘Come away, come awaw 
deatli’, in Twelfth Night is not Jachng As a clue td 
character, ‘When tliat I was and a little nny boy,'' 
bnngs a note of tragedy to end a very serious play 
But outside Shakespeare there is more definite evidence. 
In Marston, Wonder of Women, Act iv, Infema 
musick plays softly whilst Enctho enters, and, when 
she speaks, ceaseth’ In Fedele and F ortunio, Two ItaUan 
Gentlemen, between die acts diere is ‘a 
hard’ and ‘a sollemne Dump’. In the Duchess ofM^, 
madmen sing ‘to a dismal kind of music’, in Ihe 
Chaste Maid in Cheapside, ‘While all the Company 
seeme all to weepe and moume, there is a sad Song in ' 
the musicke Roome’. These should be sufficient tdj 
indicate die possibihnes of supporting the atmosphen^ 
value of the spoken words, m the way m whiM some 
modem producers of Greek pla 3 is support die chom^ v 
Two instances are clear enough In Antony md Cleth- 
patra the masterly scene. Act rv. Scene ui, of the 
of the night with the watchmen on guard is intensifieo, 
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*Musicke of the Hoboyes is under the Stage’. Music is 
a flux to smooth the conjurmg up of a vision, it hap- 
pens so m Pericles, and again in Julius Caesar, Act IV, 
Scene in, where Lucius falls asleep over his song It 
''IS a structural scene, and, therefore, receives special 
em phasis as the final pivot of the play Music is used as 
a solvent, as an atmospheric veneer, used to swmg 
over moods, to prepare for tragedies and catastrophes, 
to^harmonize discordances Such is the music that 
l^ls Itself, but the subdest of all Shakespearian music 
eludes the stausucian The purely voc^ music that 
gives colour to a character’s speeches, that diflFeren- 
tiates one man from another, one mood from another, 
s the most difficult of all to pm down and to analyse, 
pf the separate vocal melodies are bmlt up scenic har- 
moraes and concerted music. If ever we were able to 
record the tonal quahties of verse, its qmvermg over- 
tones and vocal mystenes, we should be on the thresh- 
old of Shakespeare’s real workshop Until we have 
flus certamty it is not allowable to cut or to prune 
a speech, however trivial it may seem Certainly to 
cut out a whole scene or character without imderstand- 
ing Its tonal function is criminal, to cut out the opening 
lines of a speech is foohsh, for we do not know as yet 
the relation between speech and character m poetic 
drama. If there must be cutting, let it be m the imddle 
of a speech, so that its impact and its final notes are im- 
impaired Shakespeare die producer, m the days of his 
' matunty, was conceivably unable to supervise his plays 
m person, to that end many of his later scenes are 
actor-proof, but it would need a bold person to con- 
sider diem producer-proof 

These suggestions I have put forward are m many 
cases persond, and cannot have dieir justification ex- 
cept m the test of practice It seems brutal to speak of 
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a dramatic laboratory, but if we are to be more than 
amateurs m the study of Shakespeare, as I fear have 
been many eniment and erudite scholars, it would be 
well to devote at least a part of our attention to th^ 
side of his work which shows Shakespeare as a prac- 
tical man of the theatre If a national theatre is per- 
mitted by the temper of this country it does not seem 
too much to ask that some part of its activity may con- 
cern Itself with the basic elements of di^anc &d 
theatrical effect as exemphfied m the work of the 
greatest wielder of the Enghsh language It is this 
language, spoken under the conditions of the theatre, 
that is the chief clue to the effects that Shakespeare s 
poetical mmd demanded from the dieatre. 



Edmund Bhmdeti 

(b 1896) 

SHAKESPEARE’S SIGNIFICANCES* 

C RYPTOGRAPHY has long since taken up her abode at 
a spiritual Stratford or St. Albans, and, though the 
direction and temper of most of the consequent in- 
vestigations have been ludicrous, diere is a sense in 
which all cnucs of Shakespeare must be crypto- 
graphers. ‘A sort of riddling terms’ is found in 
Sophocles, the short and unadorned dialogue there 
vibrates with additional tragic purposes, no wonder 
then if Shakespeare, m a country full of proverb, 
jnetaphor, parable and pun, is supremely skilful m 
conducting his characters to their destiny by means of 
oracular and lacomc utterances For stage presenta- 
tion, It IS very probable that only the extemd and im- 
mechate references of these needs to be grasped Upon 
my submitting some instances of what I take to be the 
Shakespeanan sublimation of the pun, a fnend of the 
highest judgement in poetical mysteries observed 
‘Very well, but accoring to your theory Shake- 
speare’s audiences would have to be all Shakespeares ’ 
Ultimately, it might be so, but for the transitions and 
logic of the moment, not so In the cinematograph we 
have a scarcely surpassable case of sheer surface and 
rapid narrative supplymg all that ‘the pubhc wants’ on 
the spur of tlie moment But even there, what Kmg 
'“'Lear calls a ‘darker purpose’ is the secret of continued 
liking and demand It is on this account that Chaplin, 
the Elizabethan of the films, is the only creator of 
works that can be seen again and again with pleasure. 

* From the Shakespeare Assoaauon Lecture (1929) re- 
prmted in The Mind’s Eye (1934) 
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casts 

rn mi c pccul iant^ Jut of View. But^ as he goes, one 
switt glance rigtit and iet'tj one lively skipping step, 
tell us that he is master of himselL It is morning, it is 
freedom, and in fliat glance we have the spint of ‘fresh 
woods and pastures new’ Napoleon, or Charhe ^ 

Of this quahty, and of umque degree, are the signi- 
ficant gestures of Shakespeare, and without pretending 
to offer very much diat is not already extant some- 
where in the commentators, or perfectly well appr^ 
hended by every good reader of Shakespeare, I shall 
now attempt to produce a senes of examples of his 
mynad-mmdedness from a play m which he delineates 
one of his most perplexmg subjects That play is King > 
Lear. I do not know that it can be called a study ot 


insamty It is rather a revelation of the sanity, or m- 
evitable sequence, underlying and co-ordinating what 
superficially seems incoherence And, smce die play of 
character, incident and feelmg is subde, attention must 
be subde also, even though the course of our cunous 
considermgs may make us run the nsk of being styled 
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ayptographers with a difference I begin by noticing 
the way in which Shakespeare invites us to watch the 
iimilanues in initials of tragedy, or the contrasts in 
^ngs which have the marks of similanty We have 
heard Cordelia reply to her father, ‘Nothmg, my lord’ 

It IS honesty’s voice, and it sounds the caU for Lear’s 
disaster Lear plays on the word In the end of the 
scene, he grimly answers Burgundy’s proposal to 
accept Cordelia with a dowry 

Nothing I have sworn I am firm 

Already it is a danger-signal We come presently to 
the menace of a secondary tragedy, when Edmund is 
plotting agamst Edgar Again, this word dishonesty’s 
voice 

( Glo What paper were you readmg ^ 

I, Edm Nothing, my lord 

/ 

And Gloucester, like Lear, plays on the word which 
sets his misery, if he knew it, m motion 
There is a development of pathos akm to tbs in the 
bgh words between Kent and Lear at the begmnmg, 
and then: echoes m Gloucester’s courtyard ‘See 
better, Lear’, said Kent at the outset, but the answer is 
Now by Apollo , and that oath being answered again, 
Lear finally seals the banishment of Kent with ‘By 
Jupiter’ When under very different conditions Lear 
nnds Kentj disguised, in the stocks, another combat of 
;opimon occurs, and concludes 

\ Lear By Jupiter, I swear, no 

Kent By Jimo, I swear, ay 

There is a pause here Will the strong candour of tbs 
opposition, even to the shouting back of bs oaths, re- 

mmd Lear of that other occasion, and make him ‘see 
better ^ 
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But Lear’s thought has receded to onginal sources, 
as he thinks them It was his way from the beginning 
His mind, seizing on a notion, is apt to work on that 
without a chance of bemg redirected m time Cot- 
deha’s ‘Nothing’ is followed by a beautiful and com- 
plete declaration, endmg with emphasis: 

Sure I shall never marry like my sisters 

To love my father all 

Lear responds, ‘But goes diy heart with thts^’ He has 
not heard He means soil, with ‘nothing’ He himself 
illustrates tlus fatal insistency m tlie figure of the 
dragon and his prey. It becomes a dominant method 
m his madness to catch up some idea, whether sug- 
gested to his memory by circumstances or to his mind 
by the conversaoon he hears, and to retam it and shapX 
other matters to it with a kmd ofpnde Tlus, of course^ 
IS readily seen when ‘poor Tom’, himself the centre of' 
a tragic whirlwind, comes before Lear on the heath, 
and Lear cannot discover any explanaoon of this 
companion of rats and ram odier than that he too had 
‘unkind daughters’ That way the suraimt of his mad- 
ness lies, but there are other and less dreadful aspects 
of his Iterating to himself one particular theme 
I may choose one prolonged example of these, 
wluch has not, so far as I can find, received close atten- 
tion Lear, from the first, is portrayed as bemg a little 
inclined to remember his school education His reply 
to Cordelia’s unhappy ‘Nothing’ is exacdy a thesis of' 
the old natural plulosophers ‘An Ahquid producatur 
ex Nihilo ?’ 

Nothing will come of nothing 

Soon after, with a reference to ‘the barbarous Scy- 
thian’, he appears to have Horace m mmd He breaks 
into Latin — ‘Hystenca passio’ — when descnbmg his 
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physical trouble, a ‘fit of the mother’, he compares 
himself to Prometheus with a vulture at his hearL And 
in the third act, he listens to the wild account that poor 
/Tom, with his blanket only to protect him, gives of his 
tribulations, such as ‘nding on a bay trotting-horse 
over four-mched bridges’ Lear hstens to this reatal 
of vivid wretchedness, and his mmd fastens on the case 
of poor Tom Presently he refers to him as ‘this philo- 
sopher’, and propounds to him a question, not solely 
smtable to the war of elements all round, but familiar 
among the anaent philosophers ‘What is the cause of 
thunder?’ Even m this is mvolved, not only the 
academic interest of Lear, his notion of ‘poor Tom’ 
Md the weather, but some allusion to the clash of hot 
"and cold, of his own ardent love confronted with the 
marble-hearted mgratitude of his daughters We pro- 
ceed ‘Riding over four-mched bridges’ and other 
visions raised by poor Tom’s autobiography have 
stirred Lear’s recollection of a famous passage ^Modo 
IS he called and Mahu’ chances to chime with that. The 
next tide he gives poor Tom is ‘learned Theban’, and 
after a htde while that is changed for ‘good Athenian’ 
In short, fascmated by Tom’s amazements, T, ear is all 
this time contemplating the position through the first 
Epistle of the second book of Horace^ and particularly 
through these hnes: 

1 lUe per extentum fiinem nuhi posse videtur 
^ Ire poeta, meum qui pectus inamter angit, 
k Imtat, mulcet, falsis terronbus implet, 

Ut magus, et modo me Thebis, modo pomt Athenis 

"^at IS the poet for me, the man who can walk the 
whole tight-rope of his art, the man who distresses me 
widi imaginmgsj who angers, comforts, fills with un- 
real horror hke a wizard, who makes me be at Thebes 
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one minute and the next at Athens ’ So, there is a 
unity between the scattered eccentnaaes of Lear 
^^en this Horatian by-play is still happening in 
Lear’s mind, Edgar chances to onginate another stub 
bom notion. 

Zear What is your study ^ 

Zi/g How to prevent the fiend, and to kill vermin 
Zear. Let me ask you one word in private 

At this point Kent intervenes, but we can guess whal 
the question would have been How did he kill his 
daughters ^ Duly the word ‘verinm* works, and in the 
scene in the farm-house later, when Lear prepares to 
‘arraign them straight’, he addresses the tdola of his 
daughters according to its significance, ‘Now, you 
she-foxes T Towards the close of that scene, he reverts 
to his capnce of quotmg Horace, and orders poor Tom 
to find some better ‘garments’ — ^he had only a blanket 
‘you will say they are Persian attire, but let them be 
changed.* This witty stroke is fully appreciated if we 
see that it plays on the last ode of Horace, Book First* 
‘Persicos odi, puer, apparatus’ (‘My boy, Persian at- 
ture and I don’t agree’). 

With poignant chances of recovery, no sooner dis- 
covered than destroyed, Lear passes mto deeper in- 
sanity, his talk then leaps from one subject to another 
with wilder haste, and still there is a contexture in it 
He has now the additional confusion of the rumoured 

war with France among his pnncipalmoaves Ands<^ 

when he has made his escape at Dover, and comes with 
his crown of weeds to the side of Gloucester and 
Edgar, he begins* ‘No, they cannot touch me for com- 
ing’, the metaphor echoes, and he changes it into 
actuahty, ‘There 's your press-money’ He is ‘the king 
hunselT, preparing his army for the quarrel with 
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, France, inspecting recruits ‘That fellow handles his 
bow hke a crow-keeper ’ Agatn we must see not only 
Idle fantasy of Lear, but the bird-boy passing over the 
Jarm ‘Look, lookl a mouse’, apparendy a reminis- 
^nce of the classical proverb, certainly a Falstaffian 
comment on a supposed recruit’ s usefulness, and clearly 
a remark brought on by his spying a field-mouse in the 
com ‘01 well flown, bird’, by no great extension of 
this, IS his enthusiasm for falconry bursting forth as he 
sees the hawk drop on that mouse We have fi:om him 
a picture both of die country circumstances and his life 
and times ‘Give die word’, he finishes, like a sentry 
‘Sweet marjoram’, says Edgar It sounds ‘aloof from 
♦he entire pomd , yet Lear says ‘Pass’ And with good 
tecret reason Sweet marjoram was accounted, ac- 
:ording to Culpeper, a blessed remedy for diseases of 
he brain Edgar was clearly a fnend Some other 
oblique significances m this scene have been well 
displayed by the eighteenth-century commentators 
Gloucester, eyeless, is speakmg with Lear 
Dost thou know me^ 

Lear I remember dune eyes well enough Dost thou 
squmy at me^ No, do thy worst, bhnd Cupid, I’ll 
not love 

Tiie final depths of distress indicated by this dism- 
terested jesting would be enough, but Shakespeare’s 
mark is abundance We are to feel, even here, that 
Lear is pondenng the grossness of mortahty, for 
‘blmd Cupid’ was the sign pamted over the door of 
brothels More bewildering still is the accurate in- 
evitability which bnngs Lear back from his philo- 
sophy to his mad hope, as it is explamed by Johnson 
Lear I will preach to thee mark 

\He takes a hat in his hand, and turns it about ] 
When we are bom, we cry that we are come 
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To this great stage of fools 
\He pauses f looks at the hat, admires the fashion of it] 
This’ a good block* 

[That is, the mould of a felt hat It suggests somethinf^ 
It were a delicate stratagem to shoe 
A troop of horse with felt. I'll put it in proof, 
And when I have stolen upon ^ese sons-in-law, 
Then kill . . 

In tins manner every circumstance is made an agent a‘ 
well as an accompaniment of the chief misery, it is nol 
safe for Lear even to look at a hat or a straw 

The country symbohsm of flowers, which at lengtli 
resulted in tliose little pretty gift-books of the Langu- 
age of Flowers, was known to Shakespeare, and con- 
tnbuted its colours to the full beauty of his plays 1 
imagine that wildflowers were not so remote from the 
Londoner’s life m his day that his choosing some of 
them to suit a particular dramatic moment from more 
than one point of view would pass without apprecia- 
tion It IS in Hamlet rather than King Lear that his 
garlanding of blooms and messages pleases his creative 
imnd most notably, there we have the rosemary for 
remembrance, the pansies for thoughts, and the other 
bitterly sweet flowers, there, too, the ‘fantastic gar- 
lands’ that Opheha has taken with her to the pool are 
more than the chance compamons of her drowning 
They are the omens and the ghosts of it. Yet in 
Lear, also, we are to use our sense and our tradition, ^ 
too, when flowers come mto the tragedy I have not 
at the moment the means to explore fully the assoaa- 
tion of ‘all the idle weeds’ that Cordeha names as 
making up Lear’s 'crown’ — already we see that they 
carry a meanmg beyond that of mere picturesque detail 
of madness They are his crown of thorns. But 
among them the nettle that throngs about graves, the 
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hemlock widi its fame for poison and narcotic, tlie 
ackly and usurping darnel^ can quickly be perceived as 
speaking to the imagination of die spectator on the 
elements of Lear’s affliction The same touch, I believe, 
occurs in the study of Othello, where he calls Des- 
demona 


Thou weed 

Who art so lovely fair and smell’st so sweet 
That the sense aches at diee 


These rural instants, in colour lovely and in purpose 
and association sinister, may well be illustrated from 
the most exact botanist among our rural poets, John 
Clare In his Shepherd’s Calendar for the month of 
May, he runs into a catalogue of the ‘idle weeds’ — 
there are Othello’s 

Com-poppies, that in cnmson dwell, 

Called ‘head-aches’ from their sickly smell, 


and there, red and purple 

fumitory too — a name 
That Superstition holds to fame 

‘Rank fumiter’ is the first of the items m Lear’s 
mockery crown that Cordelia distinguishes 

It will be forgiven me if I transcribe several more 
hnes from Clare’s poem on ‘Ma/, although it is not 
one of his happiest songs of Flora, with the object of 
testing Shakespeare’s significances in Kmg Lear. 

With Its eyes of gold 
And scarlet-starry points of flowers, 

Pimpernel, dreading mghts and showers. 

Oft called ‘the Shepherd’s Weather-glass’, 

That sleeps till suns have dned the grass, 

Then wakes, and spreads its creeping bloom 
Till clouds with threatenmg shadows come — 
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Then close it shuts to sleep again* 

Winch weeders see, and talk of ram, 

niark them shut so soon 
Call John that goes to bed at noon'. 

Now let me revert to the play, and to the momen 
when Lear m Gloucester’s farmhouse is about to res 
and save his mind The storm seems past. The Fool 
shivering in his drenched clothes, waits on his master 

Lear hfake no noise, make no noise, draw the dit 
tains so, so, so We’ll go to supper i’ the morning 
so, so, so 

J^oo/ And I’ll go to bed at noon 

I do not wish to rhapsodize over these last seven 
words, but they impress me with their seven meanings 

1. Tliey are a sort of tired ironical joke on Lear’s 
late hours 

2. They make a playful complamt that the Fool 
would like a htde food before gomg to bed 

3. There is a pun on the people’s name for the 
scarlet pimpernel The weak-bodied Fool with 
his coxcomb looks like that flower. 

4 But^ if so, he shuts late Surely there has been 
storm enough dunng tlie night 
5. There will be a worse storm still, and at once. 

6 It IS the last time that the Fool speaks dunng the 
play. He presages his untimely death, with a 
secondary meaning in the word ‘bed’ of ‘grave’ . 
7. He takes off his coxcomb for the last time to ' 
please his old fiiends the audience / 

It is the chief arcanum of the Fool’s difference from 
others that he should combine and encipher his mean- 
ings, he IS the mspired child, the comical but un- 
cheatable perapient of the true and the false ‘Not 
altogether fool’ is a reserved way, Kent’s way, of de- 
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scnbu\g his telepathy. Duly then "we find him crying 
out his paradoxes and snatches of songs, and, since 
most of them are to achieve the ordinary reward of 
downing, the laugh of the majority, their connexion 
with the matter in chief is hot profoundly masked 
But, when we come to that part of the play m which 
the sexual ferocity and treachery of Regan and Gonenl 
are revealed m broad day, we may look back and notice 
that there was one character who from the beginnmg 
knew all about the secret. This was the Fool I will 
quote one of his hints on the subject 

Lear Take heed, sirrah, the whip 
Fool Truth’s a dog must to kennel, he must be 
whipped out when Lady the brach may stand by die 
/fire and sank 

\ 1 had for a long time passed this by, as being merdy a 
' figurative contrast between the fate of fkankness and 
flattery, when a friend who knows his dogs as well as 
Shakespeare knew them chanced to read the passage 
with me, and informed me that there was a latent and 
unmistakable allusion in it. The persons under the 
discussion of the Fool and the King are Regan and 
Gonenl ‘Brache’ was a ‘mannerly’ Elizabethan term 
for she-hounds, both camne and human 

It IS in their prodigious ability with cant terms that 
the Elizabethan draraansts eclipse all after-comers at the 
( huge game of reporting human nature It is m workmg 
knowledge of diose cant terms, which even in their 
'.immorality have die genius of a strong and spinted 
race, and not the second-hand smtrkmg pettiness of 
more recent impropnety, that the older exponents 
of Shakespeare, Beaumont and Fletcher, M^smger 
and the others have die advantage of the modems 
Change of manners prevents us from applying 
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Every inch a king’, he has fallen short of perfection, 
but he has never fallen short of the desire for i^ an^ 
under the punishment of fate and age and the ■wilder- 
ness he continues to ‘have one part in his heart’ tbif 
receives •whatever may make his rule more equal, his 
feelings more imaginatively open to the problems of 
the unprivileged man Li short, Lear is, without ‘daub- 
ing It ftirther’, as gifted and as generous a sovereign as 
ever could have the tide of the King of Bntam, but we 
must know so much without any illuminated addresses 
from Shakespeare. 

It may be that a closer acquaintance widi Shake- 
speanan cnoasm would have kept me from botching 
m my -way the trains of thou^t already dignified 
by the scholarship of others I ■will, however, run the;^ 
risk of repeating the known or the obvious, while I 
touch witib pleasure on a facet of this play smgu-i 
larly bright ■with the onginahty of Shakespeare, yet 
composed of gleams and glances finely unstrained 
As Lear proceeds, much occurs to lighten the 
movement of die passions and allure the audience 
along, yet so, that the ultimate darkness must be 
deepened One great instrument of this is the season 
and scenery At first, this topic is unimportant, ■we 
are mdoors There have been echpses in the sun and 
moon, but those can have but a chimencal concern w'lth 
us It remams good hunting weather, but die plot turns, 
and die year turns When Edgar is dnven out, he must i 

witli presented nakedness outface 
The winds and persecutions of the sky, 

Sibenan days, ■with beggars’ withered arms among 
withered trees and shaking ‘sheepcotes and mills’. 
When Lear is dnven out, the green before the bloom 
has yet to come, the hawthorn is merely the effigy of 



SHAKESPEARE’S SIGNIFICANCES 34* 

lony nakedness, and ram and humcane seem to con- 
pire to destroy even the seed of life in die mould 
•belter itself is a war on humanity ‘Fathom and half, 
adiom and half’ shnlls poor Tom from lus outhouse 
Jut this IS Nature’s last paroxysm Afterwards she 
poftens, and speaks 

Li better phrase and matter dian she did 

Ihe human tempest, wmtnness and hunger do not 
follow her example They become mtenser Glou- 
cester may be bhnded, but he comes to the ‘chalky 
bourn’ of Dover through fields of com and flowers, 
above him the ‘shnll-gorged lark’ makes music, and 
below the lazy sea is murmunng, and the samphire- 
gatherer and fisherman are out and about Lear may 
demented, but he too moves among the npemng 
)fields, and pulls flowers for his head, once unbonneted, 
wherever he likes, his eye meets the mating wren and 
‘small gilded fly’ In his final love-song or hymn to 
Cordeha, we feel that the sunshine is playing, and the 
‘gilded butterflies’ are commg even through prison 
bars 

As It fell upon a day 

In the merry month of May — 

the sun goes out, the butterflies vanish, ‘all ’s cheerless, 
dark, and deadly’ 

I In making these notes upon the richness, and m- 
\tmtive complexity, and choral harmony of Shake- 
speare’s significances, I have limited myself to one 
play, and of that I have done little more than scratch 
the surface, widi nothing like a plough I fear, too, 
that such a style of hteral criticism as I have attempted 
may make me seem guilty of shallow presumptuous- 
ness, like the ‘critic fly’ m Thomson’s Seasons, who 
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settled on the dome of St Paul's, and deaded thattfcs 
architecture of St Paul's was interestin^y rough Bat 
the pomts in Lear which attracted me are 
roughnesses, but umons of perfection^ the mind oftfii 
dramatist is such that wherever we are perplexed w 
are safe in agreemg with the rustic summmg up ‘the 
mystery of things’. ‘It ail be done for a puipose’— 
several purposes. 



G. Wilson Knight 

(b 1897) 

THE OTHELLO MUSIC* 

I N Othello we are faced with the vividly particular 
rather than the vague and universal The play as a 
whole has a distinct formal beauty widun it we are 
ever confronted with beautiful and solid forms The 
persons tend to appear as warmly human, concrete 
They are neither vaguely universalized, as in Lear or 
Macbeth^ nor deliberately mechamzed and vitalized by 
the poet’s philosophic plan as in Measure for Measure 
ind Ttmon — ^where the significance of Ae dramatic 
person is dependent almost wholly on our understand- 
ing of the allegoncal or symbolical meaning It is true 
that lago is here a mystenous, inhuman creature of un- 
limited cymasm but the very presence of the concrete 
creations around, m differentiating him sharply from 
the rest, limits and defines him Othello is a story of 
mtngue rather than a visionary statement If, how- 
ever, we tend to regard Othello, Desdemona, and lago 
as suggestive symbols rather than human bemgs, we 
may, from a level view of their interaction, find a clear 
relation existing between Othello and other plays of 
the Hate-theme Such an analysis will be here only m 
^part satisfactory It exposes certam underlying ideas, 

, abstracts them from the ongmal it is less able to in- 
k. terpret the whole positive beauty of the play With 
’'this important reservation, I shcJl push the mterpre- 
tative method as far as possible 

Othello IS dominated by its protagomst. Its su- 
premely beautiful effects of style are ever expressions 

* The Wheel cf Fire (1930) 
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of Othello’s personal passion Thus, m first analysing 
Otliello’s poetry, we shall lay tlie basis for an under- 
standing of the play’s symbohsm this matter of style 
IS, indeed, crucial, and I shall now indicate those 
quahties which clearly distinguish it from other Shake- 
speanan poetry. It holds a nch music all its own, and 
possesses a unique solidity and preasion of picturesque 
phrase or image, a pecuhar chastity and serenity of 
thought It IS, as a rule, barren of direct metaphysical 
content. Its thought does not mesh with the reader’s 
rather it is ever outside us, aloof. This aloofness is the 
resultant of an inward aloofness of image from image, 
word from word The dommant quality is separation, 
not, as IS more usual in Shakespeare, cohesion Con- 
sider these exquisite poetic movements 

O heavy hour* 

Methinks it should be now a huge echpse 
Of sun and moon, and that the affrighted globe 
Should yawn at alteration (v n 98) 


Or, 

It IS the very error of the moon, 

She comes more nearer earth than she was wont, 
And makes men mad (v u 109) 

These are solid gems of poetry which lose little by 
divorce from their context' wherein they differ from 
tlie finest passages of Lear or Macbeth^ which are as 
wild flowers not to be uptom from tlieir rooted soil if 
they are to live. In these tvi^o quotations we should 
note how the human drama is thrown into sudden 
contrast and vivid, unexpected relation with the tr^ 
mendous concrete machinery of the umverse, which 
is thought of in terms of individual heavenly bodies 
‘sun’ and ‘moon’ Tlie same effect is apparent in 
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Nay, had she been true. 

If heaven had made me such another world 
Of one enUre and perfect chrysohte. 

I’d not have sold her for it. (v ii 143) 


Notice the single word ‘chrysohte’ with its outstandmg 
and remote beauty this is typical of OrAc//b Now the 
effect m such passages is pnmanly one of contrast The 
vastness of the mght s%, and its moving planets, or 
the earth itself — ^here conceived objectively as a solid, 
round, visuahzed object — ^these thmgs, though thrown 
momentanly into sensible relation with the passions of 
man, yet remain vast, distant, separate, seen but not 
apprehended, something against which die dramatic 
movement may be silhouetted, but with which it can- 
liot be merged This poetic use of heavenly bodies 
serves to elevate the theme, to raise issues infinite and 
unknowable Those bodies are not, however, imphat 
symbols of man’s spirit, as in Ltar they remam dis- 
tmct, isolated phenomena, sublimely decorative to the 
play In Macbeth and Lear man commands the 
elements and the stars they are parr of him Compare 
the above quotations from Othello with this from Zear 


You mmble hghtmngs, dart your blinding flampp 
Into her scornful eyes I Infect her beauty, 

You fen-suck’d fogs, drawn by the powerful sun, 

To fall and blast her pnde (11 iv 167) 


'This IS typical natural images are given a human value 
they are insignificant, visually their value is only that 
whi A they bnng to the human passion which cnes out 
to them Their aesthetic grandeur, in and for them- 
seivK, IS not relevant to the Lear-universe So, too 
Macbedi cnes ’ ’ 


T , , Stars, hide your fires, 

Let not light see my black and deep desires (i iv 50) 
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And Lady Macbeth. 

Come, thick mgh^ 

And pall thee in die dunnest smoke of hell, 

That my keen knife see not the wound it makes, 

Nor heaven peep through die blanket of the dark, 

To cry ‘Hold, holdl' (r v yi) 

Here, and in the Lear extract, there is no clear visual 
effect as m Othello tremendous images and sugges- 
tions are evoked only to be blurred as images by the 
more powerful passion winch calls them into bemg 
Images in Macbeth are thus continually vagu^ 
mastered by passion, apprehended, but not seen hi 
Odiello’s poetry they are concrete, detached, seen but 
not appreliended We meet the same effect m: 

Like to die PonUc sea. 

Whose icy current and conpulsive course 
Ne’er feels retinng ebb, but keeps due on 
To the Proponne and die Hellespont^ 

Even so my bloody thouglits, with violent pac^ 
Shall ne’er look back, ne’er ebb to humble love, 

Till that a capable and wide revenge 

Swallow diem up Now, by yond marble heaven. 

In the due reverence of a sacred vow 
I here engage my words (ni ui 4y3) 

This is, indeed, a typical speech The long compan- 
son, exphady made, where in Lear or Macbeth a series 
of swifdy evolving metaphors would be more cliarac- 
tensne, is another example of die separateness obtam- 
ing throughout Othello There is no fiismg of word 
with word, rather a careful juxtaposition of one word 
or image with another And there are agam the grand 
single words, ‘Propontic’, ‘Hellespont’, with their 
sharp, clear, consonant sounds, constitutmg defined 
aural solids typical of die Othello music* mdeed, fine 
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Single words, especially proper names, are a character- 
istic of this play — Anthropophagi, Ottomites, Arabian 
trees, ‘the base Indian’, the Egyptian, Palestine, Maure- 
tapia, the Sagittary, Olympus, Mandragora, Othello, 
trDesdemona This is a rough assortment, not all used 
by Othello, but it pomts the Othello quahty of rich, 
often expressly consonantal, outstanding words Now 
Odiello’s prayer, widi its ‘marble heaven’, is most 
typical and lUustrative One watches the figure of 
Othello silhouetted against a flat, soUd, moveless sky 
fliere is a plastic, stauc suggestion about the image 
Gimpare it with a similar Lear-prayer 


O heavens, 

If you do love old men, if your sweet sway 
^ Allow obedience, if yourselves are old. 

Make it your cause, send down and take my parti 
< (m IV 191) 


Here we do not watch Lear ‘We are Lear’ There is 
no visual effect, no ngid subject-object relation be- 
tween Lear and ‘the heavens’, nor any contrast, but an 
absolute unspatial umty of spmt. The heavens blend 
with Lear’s prayer, each is part of the other There is 
to Ultimate interdependence, not a mere juxtaposition 
i^T &US identifies himself in kind widi the heavens to 
which he addrwses himself direcdy Othello speaks of 
yon marble heaven’, mthe third person, and swears by 

It, does not prayj e^ It is conceived as outside his 
, mtereste/-'-^ 

Novf^s detached style, most excellent in pomt of 

snty and stateliness, tends also to lose something in 
^pect of power At moments of great tension, the 
Othello style fails of a supreme effect. Capable of fine 
^gs quite unmatched m their particular quahty m 
any other play, it nevertheless sides someXes to“ 
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Studied artifiaahty, nerveless and without force. For 
example, Othello thinks of himself as* 

. one whose subdued eyes. 

Albeit unused to the melting mood. 

Drop tears as fast as the Ai^ian trees 

Their medianal gum (v u 348) 

Beside dus we might place Macduff’s 

O I could play the woman with mine eyes 

And braggart with my tongue I Bu^ gentle heavens, 

Cut short all intermission . (rv in 230' 

Now Othello’s lines here have a certam restramed 
melodic beauty, like the ‘Pontic sea’ passage, both 
speeches use the typical Othello picturesque image or 
word, both compare, by simile, the passion of map 
with some picture delightful m itself, which is de- 
veloped for Its own sake, shghdy over-developed— so 
that the final result makes us forget the emotion in con- 
teraplauon of the image Beauty has been imposed on 
human sorrow, rather than shown to be intrinsic there- 
m. But Macduff’s passionate utterance has not time 
to paint word-pictures of *yon marble heaven’, or to 
search for abstruse geographical images of the Helles- 
pont, or Arabia TTiere is more force m his first hne 
than all Odiello’s shghdy over-stramed phraseology 
of ‘subdued eyes’ and ‘raeltmg mood’. Its strength 
derives from the compression of metaphor and the 
sudden heightened significance of a smgle, very com-j 
monplace word (‘woman’), whereas the other stylej 
dehberately refuses power m the level prohxity^t 
simile, and searches mways for the picturesque The 
Othello style is diffuse leisurely, like a meanden^ 
nver; the Macbeth style compressed, concentrated, 
and explosive; often jerky, leapmg like a mountain 
torrent. But metaphor is not essential to mtensest 
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Shakespeanan power Another, still finer, passage 
from Lear on the same theme might be adduced 

Cordelia How does my royal lord > How fares your 
majesty^ 

Lear You do me wrong to take me out o* the grave* 
Thou art a soul in bhss, but I am bound 
Upon a wheel of fire, that mine own tears 
Do scald like molten lead (iv vii 44 ) 

rhe extraordmary force of that endmg is gamed by 
mule but there is no diffusion of content, no accent 
hat does not carry the maximum of emotion It is 
“ven more powerfol than Macduff’s speech, since it 
acks exatability it has the control and dignity of 
Othello’s with the compressed, explosive quaUty of 
Macduff’s The Othello style does not compass die 
overpowermg effects of Macbeth or Lear nor does it, 
as a rule, aim at them At the most agonizing moments 
of Othello's story, however, there is apparent weak- 
ness we find an exaggerated, false rhetoric There is 
a speech in Othello that begms m the typical restramed 
manner, but degenerates finally to what might almost 
be called bombast It starts 

Where should Othello go ^ 

Now, how dost thou look now? O ill-starr’d wench 1 
as thy smockl When we shall meet at compt, 
This look of thine will hurl my soul from heaven, 

, fiends will snatch at it. Cold, cold, my girll 
Even hke thy chastity (v 11 271) 

xHere we have the perfection of the Othello style 
excrete, visual, detached Compare it with Lear’s, 
Thou art a soul m bliss *, where the effect, though 
perhaps more powerful and immediate, is yet vague, 
intangible, spiritualized Now this speech, started m 
a style that can m its own way challenge Aat of Lear^ 
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rapidly degenerates as Othello’s mind is represented as 
collapsing under the extreme of anguish: 

O cursed slave I 

Wlnp me, ye devils. 

From the possession of this heavenly sight! 

Blow me about in winds* roast me in sulphur! 

Wash me in steep-down gulfs of hquid fire! 

O Desdemona! Desdemonal dead! 

Oh! Oh! Oh* 

There is a sudden reversal of poetic beauty, these lines 
Jack cogency because they exaggerate ratlier than con- 
centrate the emouon Place beside these violent escha- 
tological images the passage from Zear. 

And my poor fool is hang’d! No, no, no life! 

Why should a dog, a horse, a rat have hfe. 

And thou no breath at all ^ Thou'Jt come no more, 
Never, never, never, never, never! 

Pray you, undo this button* thank you. Sir. 

Do you see this? Look on her, look, her lips, 

Look there, look there* (v. ui 30 j) 

Notice by what rough, homely images the passion is 
transmitted — which are as truly an mtegral part of the 
naturalism of Lear as the mosaic and polished phrase, 
and the abstruse and picturesque allusion is, m its best 
passages, a charactenstic of Othello’s speecli Thus 
the extreme, slightly exaggerated beauty of Othello’s 
language is not mamtained This is even more true 
elsewhere Othello, who usually luxunates in deliber- ^ 
ate and magmficent rhetonc, raves, falls in a trance: 

Lie with her* he on herl We say he on her, when they*^ 
behe her Lie with her! that ’s fulsome — ^Handkerchief — 
confessions — ^handkerchief! To confess, and be hanged 
for his labour, first, to be hanged, and then to confess — 

I tremble at it. Nature would not mvest herself m such 
shadowing passion without some instruction It is not 
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words that shake me thus Pishl Noses, cars, and lips — 

Is’t possible ^ — Confess — handkerchiefl — O devil * 

(iv 1 34) 

Now, whereas Lear’s madness never lacks artistic 
meanmg, whereas its most extravagant and grotesque 
effects are presented with imaginative cogency, Othello 
can voice words like these This is the lago-spint, tlie 
lago-mediane, at work, like an acid eating into bright 
metal This is the pnmary fact of Othello and tliere- 
fore of the play something of solid beauty is under- 
mmed, wedged open so tliat it exposes an extreme 
ugliness When Othello is represented as enduring 
loss of control he is, as Macbeth and Lear never are, 
ugly, idiotic, but when he has full control he attains an 
^chitectural statehness of quamed speech, a silver 
rhetonc of a kmd umque m Shakespeare 

rit is the cause, it is the cause, my soul,~ 

^t me not name it to you, you chaste stars I — > 
u IS the cause. Yet I’ll not shed her blood, 

Nor scar that whiter skm of hers than snow, 

Md smooth as monumental alabaster 
Yet she must die, else she’ll betray more men 
^ out the hght, and then put out die hght* 
u I quench thee, thou flaming minister, 

I can agam thy former hght restore, 

Mould I repent me but once put out thy hght, 
thou cunrang’st pattern of excelhng nature, 
f^ow not where is that Promethean heat 
/ ^at can thy hght relume When I have pluck’d the rose, 
\ f cannot give it vital growth agam. 

It needs must wither I’ll smell it on the tree (v u i) 

This IS the noble Othello music highly-coloured, nch 
in sound and phrase, stately Each word sohdifies 
as It taVpg Its place m the pattern This speech well 
illustrates the Othello style the visual or tactile 



352 G WILSON KNIGHT 

suggestion — ‘winter skin of hers dian snow’, ‘smood 
as monumental alabaster*, the slighdy over-decorati\ 
phrase, ‘flaming minister’, the momentary juxtapos 
tion of humanity and the vast spaces of the night, tl| 
‘chaste stars’, the concrete imageiy of ‘thou cunning’* 
pattern of excelling nature’, and Ae lengthy compan 
son of life with light, the presence of simple forward 
flowing clanty of dignified statement and of simili 
in place of the superlogical welding of thought with 
molten thought as m the more compressed, agile 
and concentrated poetry of Macbeth and Lear, and 
the fine, outstanding single word, ‘Promethean* In 
these respects Othello’s speech is nearer die style of 
the aftermath of Elizabedian literamre, the setded 
lava of that fiery eruption, which gave us die solid 
image of Marvell and die ‘marmoreal phrase of 
Browne* if is the most Miltomc thing m Shakespeare 
Now thi s peculiarity of style directs our interpreta- 
tion in two ways First, the tremendous reversal from 
extreme, almost over-decorative, beauty, to extreme 
ugliness — ^both of a land unusual in Shakespeare 
will be seen to reflect a primary truth about the play. 
That I will demonstrate later in my essay Second, the* 
concreteness and separation of image, word, or phrase,^ 
contrastmg wnth the close-kmt language elsewhere., 
suggests a proper approach to Othello which is not^ 
proper to Macbeth or Lear . Separation is the rule ^ 
throughout Othello Whereas in Macbeth and Lear we 
have one dominant atmosphere, built of a myna(| , 
subdenes of thought and phraseology entwinmp^^ 
throughout, subdumg our mmds wholly to their re- j 
specnve visions, whereas each has a smgle 
expresses as a whole a smgle statement, Othello 
rather of outstandmg differences In Oth^ 
silhouetted, defined, concrete Now instead 
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a unique, pervading, atmosphenc suggestion — gener- 
ally our key to interpretauon of what happens within 
that atmosphere — we must here read die meaning of 
separate persons The persons here are truly separate 
Lrear, Cordeha, Edmund all grow out of the Lear- 
umverse, all are levelled by its cbaractenstic atmo- 
sphere, all blend with it and with each odier, so that 
they are less closely and vividly defined They lack 
solidity Othello, Desdemona, lago, however, are 
clearly and vividly separate All here — ^but lago — ^are 
solid, concrete Contrast is raised to its highest pitch 
Othello IS statuesque, Desdemona most concretely 
human and mdividual, lago, if not human or m any 
usual sense ‘reahstic’, is quite umque. Withm analysis 
of these three persons and their mteracnon lies the 
meaning of Othello In Macbeth or Lear we interpret 
primarily a smgleness of vision Here, confronted 
with a significant diversity, we must have regard to the 
essential relation existmg ^tween the three mam per- 
sonal conceptions Interpretation must be based not on 
umty but differentiation Therefore I shall pursue an 
examination of this triple symbohsm, which analy^ 
will finally resolve the difficulty of Othello’s speech, 
wavering as it does between what at first sight appear an 
almost artificial beauty and an equally inartistic ughness. 

Othello radiates a world of romantic, heroic, 
and picturesque adventure All about him is highly 
coloured He is a Moor, he is noble and generally 
‘respected, he is proud in the riches of his achievement 
I Now his prowess as a soldier is emphasized His arms 
k ave spent ‘their dearest action m the tented field’ 
ui 85) Again, 

The tyrant custom, most grave Senators, 

HaA made the flinty and steel couch of war 
My thnce-dnven bed of down (i lu ^30) 

436 N 
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His iron wamorship is suggested throughout lago 
says 

Cnn lie be angry ^ I have seen the cannon. 

When It hath blovti his ranks into the air. 

And, like the devil, from Ins very arm 
Puff’d his ovn brother — and can he be angry? 
Something of moment tlien I vnll go meet lum 
There’s matter in’t indeed, if he be angry 

(ill iv 134 ) 

And Lodovico. 

Is this tlie nature 

Whom passion could not shake ^ Whose solid virtue 
The sliot of accident, nor dart of chance. 

Could neither graze nor pierce ^ (iv 1 276) 


But we also meet a cunous discrepancy' Otliello 
tells us. ’^> 

Rude am I in my speecli, j 

And little bless’d with the soft phrase of peace J 

(i lu 18)^ 


Yet tile dominant quality in this play is the exquisitely 
moulded language, die noble cadence and chiselled 
phrase, of Othello’s poetry Othello’s speech, there- 
fore, reflects not a soldier’s language, but die quahty 
of soldiership in all its glamour of romantic adventure 
It holds an imaginative realism It has a certain exotic 
beauty, is a stoned and romantic treasure-house of nch, 
colourful experiences. He recounts his adventures, 
tellmg of 

antres vast and deserts idle. 
Rough quarnes, rocks, and hills whose heads touch 
heaven, (i ui 140), 


of Cannibals, and die Andiropophagi, and ‘men whose 
heads do grow beneadi dieir shoulders’ (i 111 144) 
He tells Desdemona of die handkerchief given by ‘an 
Egyptian’ to lus mother. 
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*Tis true there’s magic m the web of it 
A sibyl, that had number’d m the world 
The sun to course two hundred compasses, 

In her prophetic fury sew’d the work, 

^ -The worms were h^ow’d that did breed the silk, 
And It was dyed in mummy which the skilful 
Conserved of maidens’ hearts (ill iv 69) 

words are vmd, spmtualized things to Othello 
rhere is his famous line 


Keep up your bright swords, for the dew will rust diem 

(t 11 59) 

^d m the last scene, he says 

I have another weapon in this chamber. 

It is a sword of Spain, the ice-brook’s temper 
f (v u 2J2) 

I his address at the end, he speaks of himsdf as 

one whose hand, 

Like the base Indian, threw a pearl away 
Richer than all his t^e (v u 546) 

His tears flow as the gum from ‘Arabian trees’ (v u 
350), he recounts how m Aleppo he smote ‘a mahe- 
n^t and a turban-d Turk’ (v u 352) for insulu^ 
Venice Fmally there is his noble apostrophe to bs 
lost occupation r r ^ 

F^well the plumed troop and the big wars. 

That make ambition vutuel O, farewell' 

F^ewell the neighing steed and the shrill trumo 
^e spint-stirnng dr^ the ear-pierang fife, 

The royal banner and all quality, ’ 

Pnde, pomp, and t^cumstance of glonous warl 
^d, O you mortal engines, whose rude throats 

(in m 349) 

H 2 


436 
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Again, we liave the addition of phrase to separate 
phrase, rather tlian die interdependence, the evolunon 
of tliouglit from tliought, tlie clinging mesh of close- 
bound suggestions of o^er plays Now this noble 
eulogy of war is intnnsic to tlie Othello conception 
War is in lus blood When Desdemona accepts him 
she knows she must not be *a moth of peace’ (i m ^57) 
OdicIIo IS a compound of highly-coloured, romantK 
adventure — he is himself ‘coloured’ — ^and War, to 
gcdicr with a great pride and a great faith in thos< 
realities His very life is dependent on a fundamenta 
belief m the validity and nobility of human action— 
with, perhaps, a strong tendency towards lus own 
achievement in particular Now War, in Shakespeare 
is usually a positive spiritual value, like Love. Tli^ 
IS reference to the soldiership of the protagonist m m 
die plays analysed in my present treatment Soldier 
ship IS almost die condiuon of nobility, and so the 
Shakespearian hero is usually a soldier Therefore 
Othello, widi reference to the Shakespeanan universe, 
becomes automancally a symbol of faith in human 
values of Love, War, of Romance in a wide and 
sweeping sense He is, as it were, conscious of all 
he stands for from the first to the last he loves his 
own romantic history He is, like Troilus, dedicate 
to diese values, has faith and pnde m both Like 
Troilus he is conceived as extraordmanly direct, 
simple, ‘credulous’ (iv i 46) Othello, as he appeal ^ 
in die action of the play, may be considered the higl^^ 
priest of human endeavour, robed m die vestmen^ 
of Romance, whom we watch serving in the Temple of 
War at the Altar of Love’s Divimty. 

Desdemona is his divimty She is, at the same tuos, 
warmly human. There is a certam domestic femimniy 
about her She is *a maiden never bold’ (i m 94) Wc 



THE OTHELLO MUSIC 357 

lear that ‘the house affairs* (had Cordeha any drew 
ler often from Othello’s narrative (l iii 147). But she 
isks to hear the whole history 

' I did consent^ 

” And often did beguile her of her tears, 

When I did speak of some distressful stroke 
That my youth suffered My story being done. 

She gave me for my pains a world of sighs 

She swore, in ftuth, 'twas strange, ’twas passing strange, 

’Twas pittftil, ’twas wondrous piuful 

She wish’d she had not heard it, yet she wish’d 

That heaven had made her such a man (i 111. 155) 

The same domesuaty and gentleness is apparent 
throughout. She talks of ‘to-night at supper’ (m 
y 57) or ‘to-morrow dinner’ (in m 58), she is 
^ic^ly feminme in her attempt to help C^sio, and 
pity for him. This is how she describes her suit 
Jto Othello 

Why, this is not a boon, 

’Tis as I should entreat you wear your gloves. 

Or feed on nourishing dishes, or keep you warm, 

Or sue to you to do a pecuhar profit 

To your own person (ni 111 76) 

—•a speech reflecting a world of sex-contrast. She 
tsrould bind Othello’s head with her handkerchief — 
that handkerchief which is to become a temflc symbol 
of Othello’s jealousy The Othello world is eimnendy 
.domestic, and Desdemona expressly femimne We 
'^ear of her needlework (rv 1 198), her fan, gloves, 
mask (rv u 9) In the exquisite ‘v^Iow’-song scene, 
We see her with her maid, Emilia Emiha gives her 
^er nightly weanng* (rv m 16) Emilia says she has 
™d on her bed the ‘wedding-sheets’ (rv 11 105) Des- 
demona asked for Then there is the Willow-Song, 
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brokenly sung wlulst Emilia 'unpins' (iv. m 34) Des- 
demona's dress; 

My mother had a maid called Barbara* 

She was in love, and he she loved proved mad 

And did forsake her (iv lu 26)^ 

The extreme beauty and pathos of this scene is laigel 
dependent on the domesticity of it. Othello is emi 
nentjy a domestic tragedy But this element in the plaj 
is yet to be related to another more universal element 
Othello is concretely human, so is Desdemona 
Othello IS very much the typical middle-aged bacheloi 
entenng matnmony late in life, but he is also, to trans 
pose a phrase of lago’s, a symbol of human — espeaallji 
masculine — ‘purpose, courage, and valour’ (iv. 111 
217), and, m a final judgement, is seen to represent the 
idea of human faith and value m a very wide sens^ 
Now Desdemona, also very human, with an individur^ 
domestic feminine charm and simplicity, is yet also a 
sj'mbol of woman in general danng the unknown seas 
of marnage with the mystery of man Beyond this, m 
the far flight of a transcendental interpretation, it is 
clear riiat she becomes a symbol of man’s ideal, the 
supreme value of Love At the bmit of the senes of 
wider and wider suggestions which appear from ima- 
ginative contemplation of a poetic symbol she is to be 
equated with the Divine Principle Now m one scene 
of Othello, and one only, direct poetic symbolism 
breaks across tlie vividly human, domestic world 
this play As everytliing m Othello is separated, de\ 
fined, so the plot itself is m two distinct geographies/' 
divisions Venice and Cyprus Desdemona leaves the 
safety and calm of her home for the stormy voyage to 
Cyprus and the tempest of the following tragedy, 
lago's plot begins to work m the second part. The 
storm-scene, between the two parts, is important. 
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Storms are continually symbols of tragedy in Shake- 
speare Now this scene contains some most vwd 
imagmative effects, among them passages of fine 
storm-poetry of the usual kind 

’ For do but stand upon the foaming shore, 

The chidden billow seems to pelt the clouds, 

The wmd-shaked surge, with high and monstrous mane, 
Seems to cast water on the burning bear, 

And quench the guards of the ever-fixed pole 
I never did bke molestation view. 

On the enchafed flood (ii in) 


This storm-poetry is here closely associated with the 
human element. And in this scen^ where direct storm- 
symbohsm occurs, it is noteworthy that the figures of 
■IDesdemona and Ofhello are both strongly idealized 

. Cassto Tempests themselves, high seas and howhng 
winds, 

The gutter’d rocks and congregated sands, — 

Traitors ensteep'd to dog the guiltless keel, 

As havmg sense of beauty, do omit 
Theu mortal natures, letttng go safely by 
The divine Desdemona. 

Montano What is she? 

Cassto She that I ^ake of, our great captam’s captain. 

Left m the conduct of the bold lago, 

Whose footing here anttapates our thoughts 

OtbeUfguaid, 

bs ^ with thine own powerful breath. 
That he may bless tbs bay with his tall sbp, ^ 
Afafee love s qmck pants m Desdemona’s 
Give renewtd ^ to our exuncted spmts. 

And bnng all Cyprus comfortl 

£nter DesJemona, &e 

^e nches of the sbp is come on 
e men of Cyprus, let her have your knees. 
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ITail to thee, lady f and tlic grace of heaven, 

Before, behind tlice, and on every hand, 

Enwhcel dice round! (n i 68) 

Dcsdemona is dius endued with a certain transcendent 
quality of beauty and grace. She ‘paragons descnpnon 
and wnld fame’ says Cassio she is 

One that excels die qmrks of blazoning pens. 

And in die essential vesture of creation 

Does nre the ingener. (rr. i 63) 

And Othello enters the port of Cyprus as a hero com- 
ing to "bring comfort’, to ‘give renev'ed fire’ to men 
The entry ofDesdemona and that of Othello are both 
heralded by discliarge of guns: which both meiges 
finely with the tempest-symbohsm and the violent^ 
stress and excitement of the scene as a whole, and 
heightens our sense of the wamor nobility of the pro- 
tagonist and lus wife, subdued as she is ‘to the very 
quality’ of her lord (i m. 252). Meetmg Desdemona, 
he speaks* 

Othello O my fair wamor! 

Desdemona My dear Othello ^ 

Othello It gives me wonder great as my content 
To see you here before me O my soul’s joy' 

If after every tempest come such calms, 

May the winds blow til! they have waken’d death! 
And let the labouring bark chmb hills of seas 
Olympus-high and duck agam as low 
As hell’s from heaven! If it were now to di^ 

’Twere now to be most happy, for, I fear. 

My soul hath her content so ^solute 
That not another comfort hke to this 
Succeeds in unknown fate (ii 1 184) 

This is the harmonious mamage of true and noble 
minds Othello, Desdemona, and their love are here 
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aoparent, in this scene of storm and reverberating dis- 
dLge of cannon, as things of noble and oinquermg 

strSth they radiate romannc valour. Othello isk- 
’W man m all his prowess and protective strengtli, 
Desdemona essential woman, gen^, loving, brave 
in trust of her warrior husband The war is over 
The storm of sea or brmt of cannonade are power- 
less to hurt them* yet there is anotlier storm brew- 
ing m the venomed imnd of lago Instead of 
merging widi and accompanying tragedy the storm 
here is thus contrasted with the following tragic events* 
as usual m OrAc/Zo, contrast and separation take the 
place of fusion and unity. This scene is thus a micro- 
cosm of the play, reflecting its action Colours which 
^are elsewhere sofdy toned are here splashed vividly on 
the play’s canvas Here especially Othello appears a 
pnnee of heroes, Desdemona is lit by a divine feminine 
radiance both are transfigured They are shown as 
coming safe to land, by Heaven’s ‘grace’, tnumphant, 
bravmg war and tempestuous seas, guns thundering 
then welcome The reference of all this, on the plane 
of high poetic symbolism, to the play as a whole is 
evident. 

Now against these two lago pits his intellect In 
this scene too lago declares himself with especial 
danty 

O gentle lady, do not put me to’t, 

ForIamnothing,ifnotcntical (n i up) 


His conversation with Desdemona reveals his philo- 
sophy Presented under the cloak of it exposes 
nevertheless his attitude to hfe that of the cyme 
Rodengo is his natural compamon the fool is a 
convement implement, and at the same time con- 
tinual food for his philosophy. Now Othello and 
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Desdemona are radiant, beautiful: lago opposes them, 
critical, intellectual. Like cold steel his cynic skill will 
run tlirough the warm body of their love Asked to 
praise Desdemona, he draws a picture of womanly 
goodness in a vein of mockeiy. And concludes 

logo She was a wight if ever such wight were — 

Desdemona To do what^ 

logo To suckle fools and chronicle small beer 

(11 1 lyp) 

Here is his reason for hating Othello’s and Desde- 
mona’s love he hates their beauty, to him a mean- 
ingless, stupid thing. That is lago Cynicism is his 
philosophy, his very life, his ‘motive’ in workmg 
Othello’s rum. The play turns on this theme* the 
cynical mtellect pitted against a lovable humanity 
transhgured by (juahoes of heroism and grace As 
Desdemona and Othello embrace he says 

O you are well tuned nowl 
But I’ll set down the pegs that make this musK^ 

As honest as I am (h t 201) 

‘Music’ IS apt we remember Othello’s nch harmony 
of words Agamst the Othello music lago concen- 
trates all the forces of cynic villainy, 
lago’s cjmiasm is recurrent 

Virtue! a figl ’ns in ourselves that we are dius or 
thus . 322) 

Love to him is 

. merely a lust of the blood and a permission of the 
will 339) 

He beheves Othello’s and Desdemona’s happmess will 
be short-hved, since he puts no faith m the vahdity of 
love Early in the play he tells Rodengo; 
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It cannot be that Desdemona should long continue her 
love to the Moor nor he his to her These Moots 
are changeable in their wiUs the food that to him now 
IS as luscious as locusts, shall be to him shordy as bitter as 
'^coloquintida She must change to youth when she is 
sated with his body, she will find the error of her choice 
she must have change, she must. (i 111 347) 

This IS probably lago’s smcere belief, his usual attitude 
to love he is not necessanly deceivmg Rodengo. 
After this, when he is alone, we hear that he suspects 
Othello with his own wife norarewesurpnsed And, 
finally, his own cymcal beliefs suggest to him a way of 
spitmg Othello He thinks of Cassio 

After some time, to abuse Othello’s ear 

That he is too famihar with his wife (t 111 401) 

The order is important lago first states his disbelief m 
Othello’s and Desdemona’s continued love, and next 
thinks of a way of preapitating its end That is, he 
puts his cyniasm mto acuon The same rhythmic 
sequence occurs later lago wimesses Cassio’s meeting 
with Desdemona at Cyprus, and comments as follows 

He takes her by the palm ay, well said, whisper with 
as htde a web as this will I ensnare as great a fly as Cassio 
Ay, smile upon her, do, I will gyve thee m thine own 
courtship . (u 1 170) 

lago believes Cassio loves Desdemona He has an- 
other cynical conversation with Rodengo as to Des- 
demona’s chances of finding satisfaction with Othello, 
and the probability of her love for Cassio (ii i 223- 
79) A lass, to lago, cannot be ‘courtesy’ it is 

Lechery, by this hand, an index and obscure prologue 
to the history of lust and foul thoughts (11 1 265) 

lago IS sincere enough and means what he ssys 
Cymcism is the key to his mind and actions After 
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Rodengo’s departure, he again refers to his suspicions 
of Odiello — and Cassio too — ^with his own wife He 
asserts definitely — ^and here there is no Rodengo to 
impress — his belief in Cassio’s guilt: 

That Cassio loves her, I do well believe it. 

That she loves him, ’as apt and of great credit 

(n 1295 

In this soliloquy he gets his plans clearer, agam 
they are suggested by what he believes to be truth 1 
do not suggest that lago lacks consaous villainy fai 
from It Besides, m another passage he shows that he 
IS aware of Desdemona*s innocence (rv. 1 48) But it 
IS important that we observe how his attitude to life 
casts tlie form and figure of his meditated revenge 
His plan arises out of die cynical depths of his nature. 
When, at the end, he says, T told him what I thought’ 
(v. 11 ijS), he IS speakng at least a half-truth. He 
hates the romance of Othello and the lovelmess of 
Desdemona because he is by nature the enemy of these 
thmgs. Cassio, he says, 

hath a daily beauty m his life 
That makes mine ugly (v 1 19) 

This IS his ‘motive’ throughout other suggestions are 
surface deep only He is cynicism loathmg beauty, re- 
fusing to allow Its existence Hence the venom of his 
plot: the plot is lago — ^both are idtunate, causeless, 
self-begotten. lago is cymasm mcamate and projected 
mto action 

lago IS thus utterly devihsh there is no weakness in 
his casmg armour of unrepentant villamy Heisakmd 
of Mephistopheles, closely equivalent to Goethe’s 
devd, the two possessing the same quahnes of mockery 
and easy cymasm Thus he is called a ‘helhsh villam’ 
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by Lodovico (v u 368), a ‘derai-devil’ by Othello 
(v u 301) Othello says 


I look down towards his feet, but that’s a fable 
If that thou be’est a devil, 1 cannot kill thee 

(v 11 286) 

himself recognizes a kinship 


And, 


Hell and night 

Must bring this monstrous burth to the world’s sight 

(i in 409) 


Divimty of belli 
When devils will the blackest sins put on. 

They do suggest at first with heavenly shows 
As I do now (n ui 35^ 


He knows that his ‘poison’ (m m 325) will ‘bum like 
the mmes of sulphur’ (in m 329) m Othello Thus 
lago IS, to Othello, the antithesis of Desdemona the 
relation is that of the spxnt of denial to the divme 
pnnaple, Desdemona ‘plays the god’ (ii lu 353)wiA 
Othello if she is false, ‘heaven mocks itself (iii m 
27S) During the action, as lago’s plot succeeds, her 
genual dmmty changes, for OtheUo, to a thmg 
hideous and devihsh— that is to its antithesis 


. , Her name that was as fresh 

^ Dian s visage, is now begnmed and black 
As mme own face (m lu 38(0 

: JSi.2!6)or-ths&rdevil'fin 
sweating devil’ (m iv ^Vdie 
« dives’ will feer to eeiJe her hi ^ 
Wly loofa (IT n 35) Thm Ii«o, himself a kmd 
rnma ^^^‘iwusly eats his way mto this world of 
omance, chivalry, nobihty The word ‘devil’ occurs 

^ devils are ahve here, uelv 

We demons of blaelcdispace. Theyewatm wer ^ 
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men tal honzon of tlie play, occurring frequently lago 
IS directly or indirectly tlieir author and originator 
Devil , hell , ‘damnation’ — these words are recurrent, 
and continually juxtaposed to thoughts of ‘heaven 
prayer, angels We are clearly set amid ‘heaven an( 
men and devils’ (v, ii 221) Such terms are relatei 
here pnmanly to sexual impurity. In Othello^ pur( 
love IS the supreme good; impuniy, damnation Thi 
pervading religious tonal significance relating to in 
fidelity explains lines such as; 

Turn thy complexion there, 

Patience, thou young and rose-lipped cherubin, — 
Ay, there, look gnm as hell I (iv u 62) 

Otliello addresses Emilia* 

You, mistress, 

Tliat liave the office opposite to Saint Peter, 

And keep the gate of hell! (iv u 90) 

Here faithful love is to be identified with ‘the divine*, 
tlie ‘heavenly’; unfaithful love, or the mistrust which 
imagines it, or the cynic that gives birth to that iraa- 
ginanon — all these are to be identified with ‘the devil*. 
The hero is set between die forces of divinity and hell. 
Hie forces of hell win and pure love lies slain There- 
fore Othello cnes to ‘devils* to whip him from that 
‘heavenly’ sight (v. II 277) He knows himself to have 
been entrapped by hell-forces The lago-Devil 
assoaanon is of importance. 

Now It will be remembered that Othello is a play of 
concrete forms This world is a world of visual images, 
colour, and romance It will also be clear that the 
mesh of devil-references I have just suggested show a 
mental honzon black, formless, colourless They con- 
trast with the sohd, chiselled, enamelled Othello-style 
elsewhere This devil-world is insubstantial, vaguCj 
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negative Now on the plane of personification we see 
that Othello and Desdemona are concrete, moulded of 
fl esh and blood, warm lago contrasts with them 
metaphysically as well as morally he is unhnuted, 
'Armless villainy He is the spirit of demal, wholly 
negative He never has visual reality He is further 
blurred by the fact of his being somedung qmte differ- 
ent from what he appears to the others Is he to look 
bke a bluflF soldier, or Mephistopheles ^ He is a differ- 
ent kmd of being from Othello and Desdemona he 
belongs to a diffierent world They, by their very 
existence, assert the positive beauty of created forms — 
hence Othello’s perfected style of speech, his strong 
human appeal, his faith m creation’s values of Love 
and War This world of created forms, this sculptural 
‘and yet pulsing beauty, the lago-spint undemunes, 
poisons, dismtegrates lago is a demon of cynicism, 
colourless, formless, m a world of colours, shapes, and 
poetry’s music Of all these he would create chaos 
OtheUo’s words are apt 

Excellent wretchl Perdition catch my soul 

But I do love theel And when I love thee not. 

Chaos is come agam (in m 90) 

Chaos mdeed lago works at the foimdations of 
human values Cassio is a soldier he rums him as a 
soldier, makes him drunk So he nuns both Othello’s 
love and wamor-heart He makes him absurd, ugly 
> Toward the end of the play there is hideous sugges- 
I hon We hear of ‘cords, knives, poison’ (in m 388), 
of lovers ‘as pnme as goats, as hot as monkeys’ (lu 

403), we meet Bianca, the whore, told by Cassio to 
throw her vile guesses in the devil’s teeth’ (iii iv. 
184), there are Othello’s incoherent muttermgs, ‘Pish* 
Noses, ears and lips*’ (iv 1 42), he will ‘chop’ 
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Desdcmona ‘into messes’ (iv. i 21 1); she reminds 
him of ‘foul toads’ (iv. 11 61). Watching Cassio, he 
descends to this. 

O! I see tliat nose of yours, but not that dog I shalj 
throw It to (iv. 1 146) 

1 

Othello stakes Desdcmona, behaves like a ragmg 
beast. ‘Fire and bnmstone*' (iv. 1. 245) he cries, and 
again, ‘Goats and monkeys 1 ’ (iv. 1 274) ‘Heaven 
stops tlie nose’ at Desdemona’s impurity (rv. 11. 77). 
Othello in trutli behaves like ‘a beggar in his dnnk’ 
(iv. 11 120) In all these plirases I would emphasize 
not the sense and dramatic relevance alone, but the 
suggestion — tlie accumulative effect of ugliness, hell- 
ishness, idiocy, negation It is a formless, colourless 
essence, insidiously undermimng a world of concrete v 
visual, nclily-toned forms That is the lago-spint ' 
embattled against tlie domesuaty, the romance, the 
idealized humanity of the Othello-world Here, too, 
we find the reason for the extreme contrast of Othello’s 
two styles; one exotically beautiful, the other blatantly 
absurd, ugly Tliere is often no dignity in Othello’s 
rage There is not meant to be lago would make 
discord of the Othello music Thus at his first con- 
quest he filches somethmg of Othello’s style and uses 
It himself. 

Not poppy, nor mandragora, 

Nor all the drowsy syrups of the world. 

Shall ever mediane dice to that sweet sleep 
Which thou owed’st yesterday. (in lu. 330) 

To him Othello’s pnde m his hfe-stoiy and Desde- 
mona’s admiration were ever stupid 

Mark me with what violence she first loved the Moor, 
but for bragging and telling her fantastical hes and will 
she love him still for prating? (n 1 224) 
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lago, ‘notbng if not cntical’, speaks some truth of 
Othello’s style — ^it is ‘fantastic^’ As I have shown, it 
IS somewhat over-decorative, highly-coloured TTie 
iramatic value of this style now appears In fact, a 
feoper understandmg of Odiello’s style reveals lago’s 
motive’ so often questioned There is somethmg 
'Cntimental m Othello’s language, m Othello. lago is 
pure cynicism That lago should scheme — in this 
dramatic symbohsm forged in terms of interacting 
persons — ^to undermine Othello’s faith m himself, his 
wife, and his ‘occupation’, is mevitable Logically, the 
cyme must oppose the sentimentahst dramatically, he 
works his rum by deceit and deception That Othello 
often just misses tragic digmiy is the price of his 
slighdy strained emotionahsm Othello 1 oves emotion 
for Its own sake, luxunates m it, like Richard II As 
ugly and idiot ravmgs, disjomted and with no passion- 
ate digraty even, succeed Othello’s swell and floci of 
poetry, lago’s tnumph seems complete The honoured 
wamor, nch m strength and experience, noble m act 
and repute, hes in a trance, nervdess, paralysed by the 
lago-conception 

Work on, my mediane, work. (iv i 4j) 

But It^o’s victory is not absolute. Durmg the last 
scene Othello is a nobly tragic figure His ravmgs are 
not final he nses beyond them He slays Desdemona 
, finally, not so much m rage as for ‘the cause’ (v u i). 

I He slays her m love Though Desdemona fails him, 
I his love, homeless, ‘perplexed m the extreme’ (v u 
346), endures He wid loll her and ‘love her after’ (v. 
u 19) In that last scene, too, he voices the grandest of 
his poetry The lago-spint never finally envelops him, 
masters him, dismtegrates his soul Those gem-like 
miniatures of poetic movement quoted at the start of 
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my essay are among Othello’s last words His vast 
lox'c has, It IS true, failed in a domestic world But now/ 
symbols of the wide beauty of the universe ennch his 
thoughts the ’chaste stars', tlie ‘sun and moon’, 
‘afinghicd globe’, tlie world ‘of one entire and perfect 
chtysolite’ that may not buy a Desdemona’s love. A'' 
the end v, e know that Otliello’s fault is simplicity alom 
He IS, indeed, ‘a gull, a dolt* ii 163), he loves ‘no 
wisely but too well’ (v. ii 244 ) His simple faith 11 
himself endures* and at the end he takes just pnde u 
recalling his honourable service. 

In this essay I have attempted to expose the under 
lying tliought of the play Interpretauon here is no' 
easy, nor wholly satisfactory As all within Othellt 
— save tlie lago-tlieme — ^is separated, differentiated 
solidified, so tlie play itself seems at first to be divorced 
from wider issues, a lone tlung of meaningless beauty 
in tlie Shakespeanan universe, solitary, separate, un- 
yielding, and chaste as tlie moon It is unapproachable, 
yields Itself to no easy mating witli our minds Its 
thought does not readily mesh with our thought We 
can visualize it, admire its concrete felicities of phrase 
and image, tlie mosaic of its language, the sculptural 
oudine of its effects, the precision and chasuty of its 
form But one cannot be lost in it, subdued to it, en- 
veloped by It, as one is drenched and refreshed by the 
elemental cataracts of Leary one cannot be intoxicated 
by It as by the nch wine of Antony and Cleopatra ^ 
Othello IS essentially outside us, beautiful with a lus- 
trous, planetary beauty Yet tlie lago-concepuon is of 
a different kind from the rest of die play. This con-^ 
cepdon alone, if no other reason existed, would force 
the necessity of an intellectual interpretadon Thus 
we see die lago-spint gnawing at the root of all the 
Odiello-values, the Othello-beaudes, he eats into the 
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core and heart of this romantic world, worms lus way 
into Its sohdity, rotting it, poisoning it Once tins is 
clear, the whole play begins to have meaning On tlie 
^plane of dramatic humamty we see a story of the cynic 
intriguing to rum the soldier and his love On die 
plane of poetic conception, in matters of technique, 
style, persomfication — ^there we see a spint of nega- 
tion, colourless, and undefined, attempting to make 
chaos of a world of stately, arclutectural, and ex- 
qmsitely coloured forms The two styles of Odiello’s 
speech illustrate this Thus the different technique of 
die Othello and lago conceptions is intnnsic widi the 
plot of the play in them we have the spirit of negation 
set agamst the spmt of creation That is why lago is 
undefined, devisuahzed, inhuman, m a play of con- 
summate skill m concrete imageiy and vivid human 
delinMUon He is a colourless and ugly thing m a 
world of colour and harmony His failure lies in this 
m the find scen^ at the moment of his complete 
toumph, Eimha ies for her mistress to the words of 
Desdemona s vnllow-song, and the Othello music it- 
^somds with a nobler cadence, a richer flood of 
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(b 1902) 

THE EARLY SHAKESPEARIAN MANNER AND 
DEVELOPiNIENT TO THE MATURE STYLE* 

M orton luce finds the Lucrecc far infenor to the 
Venus and j 4 donis. ‘We have less nature, less 
melody, less beauty, less poetry than in the earlier 
poem ’ The ansn er is that we have more Shakespeare, 
more of the dramatic poet He himself promises m his 
dedicauon of tlie first poem that the second is to be 
‘some gra\ er labour’ 

Ornament in the Venus and Adonis is supplied by 
similes Tlie bird tangled in the net, tlie dive-dapper 
peering through a wave, die sliooung star, the night- 
wanderer, die snail with tender horn, die nurse’s song, 
seem to belong to a more natural world The shnll- 
tongued tapsters, die breeding jennet (taken from Du 
Bartas), 

What recketh he his rider’s angry stir. 

His flattering ‘Holla’ or his ‘Stand, I say’? 

and poor Wat, die hunted hare, even if academic 
imitations, are free and simple in spint and style. De- 
lightful and individual is the litde cry with which 
Shakespeare introduces lus decorauon. 

Lo, liere die gende lark, weary of rest. 

Look, when a painter would surpass the life 
Look, how a bnght star shooteth from the sky. 

But lo, from forth a copse diat neighbours by 

Lucrece is dramatic Shakespeare is striving to realize 
die sensations of the two protagonists There is a 
* Two cliaptcrs from Words and Poetry (1928) 
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con&ct m Tarqum before the tape, similar to that m 

ihe heart of Macbeth 


But as he is my kinsman, my dear fnend, 
S dLe aid taoh tads 1.0 cvemo or end 


He’s here m douUc trust. 
Fust, as 1 am lus kinsman and his sub)cct, 

and to Brutus’s ’msunecuon in the state of man 

Between die acung of a dreadful dnng 
And the first monon 


Again p/hen Tatquin prays that die heatens may 
countenance his sm, he starts icfiecung 

The powers to whom I pray abhor this fact, 

How can they then assist me m die act> 


and he is in the same position as Qaudius. 

O what form of prayer 
Can serve my tum> 


Dramatically imagmauve is the mceung betnecn 
Lucrece and her maid, even more so her misinier- 
pretaoon of the 'homely villein’s’ bashful blushes as 
consciousness of her shame 
In this piece poetry gives place to rhetoric, simile 
to metaphor, desenpoon to soliloquy, Spenserian im- 
agery to euphmstic, antitheucal conceits. The meta- 
phors are pursued labonously and at length in a way 
which IS very charactensuc of Shakespeare’s early 
maimer, for although Lucrece is more dramatic, die 
plays, espeaally (and naturally so) the chronicle plays, 
suffer styhsucally from their narrauve qualmes 
Here the metaphoncal idea of an army setting siege 
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to a cjty, wliicli is found elsewhere jn Sliakespeare and 
die EliZi'betlians, for example: 

She wll not stay die siege of loving terms 
Nor bide the encounter of assailing eyes 

{Romeo and JuUet) 

is elaborated over eight stanzas (427-83) Here also 
tlie familiar conceits upon ‘windy sighs’, ‘the ocean of 
tears beating on the rocicy heart’, which are to be 
found even in the final plays Lucrece^ weighty, pres^ 
obstructive, contains most of the roatenal, the super- 
stitions, saws, fables, and imnatural history, out of 
which Henry VI ^ Richard HI snd //, and Romeo and 
Juliet are composed. 

Nor read the subdc-shining secrcaes 
Wnt in the glassy margents of such books 

{Luereci) 

And 'nhat obscured in diis fair volume lies 
Find wntten in the margent of his eyes 

{Romeo and Jubet) 

Mud not die fountain that gave dnnk to thee. 

{Lucrece, three uses) 

The purest spring is not so free from mud 
As I am dear from treason to my sovereign 

(2 Henry VI) 

Roses have thorns and silver fountains mud 

{Sonnets) 

Tliou sheer, immaculate and silver fountam. 

From whence the stream through muddy passages 
Hath held lus current and defiled himself 

{Richard IF) 

The proverbial instance is elaborated, as often 

And now this pale swan in her watery nest 
Begins the sad dirge of her certain endmg 

{Lucrece) 
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I am the cygnet to this pale faint swan, 

Who chants a doleful hymn to his own death 

{King John) 

The face, that map wluch deep impression bears 
Of hard misfortune {Lucreee) 


I see as m a map the end of all {Richard III) 

In tliy face I see 

The map of honour, truth and loplty 

(a Henry JH) 

Thus IS his cheek the map of days outa om 

{Sonnets) 

Poor broken glass, I often did behold 
In thy sweet semblance my old age new bom 

{Luerece) 

Thou art thy mother's glass and she in dice 
Calls back the lovely April of her prime 

(Sonnets) 

Lucrece has the seeds of the history plays— -die few 
^ples above could be muluphed Tlie style is 
dmse and cumbersome, a cloak worn witliout Lee 
w^4esq,le of4emg«i,es, nolesscompaS 

woven, ^ gracefully from the ahouldcr and 
doK not cramp the movement 

Dla ^° ^ weakness of die early 
of as It were, and litde variety 

Smooth runs die water where the brook is deep 

(s Henry VI) 

^“t worm will turn being trodden on 

(3 Henry VI) 



yjCt GEORGE Rl LANDS THE EARLY AND 

Seems he a dove ^ His feathers are but borrowed, 
For he’s disposed as is the hateful raven 
Is he a Iamb ^ His skin is surely lent him. 

For he’s inclined as is the ravenous wolf 

(a Henry Vf 

Or as die snake rolled in the flowering bank 

(2 Henry VI) 

Even in Romeo and Juhet the diction somenmes im- 
pedes the pace* 

O serpent heart hid with a flowering iac^ 

Did ever dragon keep so fair a cave"* 
Dove-feathered raven ' Wolfish-ravening Iambi 

All the animals m and out of Aesop and Pliny are 
herded together with the heroes of Greece and Rome. 
The similes are careful and lengthy. Here are two 
from Henry VI^ Pt. 3 • 

Look, as I blow this feather from my lace, 

And as the air blows it to me again. 

Obeying wth ray wmd when I do blow. 

And yielding to another when it blows. 

Commanded always by the greater gust: 

Such is the hghtness of you common men 

Why then I do but dream on sovereignty; 

Like one that stands upon a promontory. 

And spies a far-off shore where he would tread. 
Wishing his feet were equal with his eye, 

And chides the sea that sunders him from hence, 
Saymg, he’ll lade it dry to have his way. 

These are straightforward, excellent m dieir way; but^ 
It IS the narrative, not tlie dramatic way, the way of'' 
Sohrab and Rustum There is a natural pause at the 
end of each line and the lines are piled one upon the 
other This form of versification which is so common 
m all his work previous to 1600 is the versification of 
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poetry •which is to be read, not spoken It is the versi- 
fication of Spenser, of yerm and Adonis and Lucrece^ 
and it -was some time before Shakespeare grew out of 
For one thing, it jingles prettily, for another, it 
nelps to mcrease fhe speed Tlie actor can take the 
fines at a run We will ^e an example from each play 

The time -was once when tliou unurged wouldst \ ow 
That never words were music to tlune ear, 

That never ob\ect pleasing m tlune eye, 

That never touch well wdeome to ^ine hand, 

That never meat sweet-savoured m thy taste. 

Unless I spake or look’d or touch’d or carved to thee 

{Comedy oj Errors) 

His words are bonds, his oaths are oradcs, 
tts love smeere, his thoughts immaculate. 

His tors pure messengers sent from his heart, 

His heart as far fi-om fraud as heaven from carlJi 

(Tito Gentlemen) 

So many hours must I tend my flock, 

So many hours must I take my rest. 

So many hours must I contemplate. 

So many hours must I sport myself. 

So many days my ewes have been witli youne 
So mny weofa ere the poor foolj wll Jr ® 

So many years ere I shall shear the fleece ’ 
0.tAoce„waaSreo.h»heod 

% tbnbng on tile frosty Caucasus? 

O^^oy the hungry edgeofappeute 

By bam imaginauon of a feast ? 


, — - oi a least ■’ 

Or naked in December snow 
By thinking on fantastic summer’s heat? 


0 — 


{Richard I!) 
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Our bridal flowers serve for a buned corse, 

And all tilings change tliem to tlie contrary' 

(Romeo and Juliet) 

You, Lord Archbishop, \ 

Whose see is by a cn il peace maintained. 

Whose beard tlic silver hand of peace hadi touched, 
Whose learning and good letters peace hath tutored. 
Whose white investments figure innocence . 

(2 Henry IV) 

If ever you have look’d on better daj s, 

If e\ er been where bells have knoU’d to church. 

If ever sat at any good man’s feast. 

If ever from your eyelids wip’d a tear 
And know tv hat ’tis to pity and be pitied, 

Let gentleness my strong enforcement be 

(As You Like It) 

This might best be called stanza movement The 
Sliakcspcanan sonnet (e g lwi) js similar, but on a 
rather larger scale Out of numerous examples in 
Lucrecc, I quote one 

Let him have time to tear Ins curled hair, 

Let him Iiave time against himself to rave. 

Let him have time of Time’s help to despair. 

Let liim liavc time to live a loathed slave. 

Let him have time a beggar’s orts to crave, (981) 

and one from Spenser* 

I liate to speak, my voice is spent -mth cr}'ing, 

I hate to hear, loud plaints have dulled my ears, 

I hate to taste, for food witliholds my dying, 

I liate to see, mine eves are dimmed with tears, 

I liate to smell, no sweet on earth is left, 

I hate to feel, my flesh is numb’d with fears. 

So all my senses from me are bereft. (Daphtiatda) 

The movement js not uncommon m otlier plays of the 
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time, in Greene and Kyd A subtle usage occurs m 
Arden of Feversham 

Wilt thou not look^ Is all thy love o’erwhelmed? 
j, Wilt thou not hear? What malice stops thme ears? 
Why speak'st thou not > What silence ties thy tongue? 
Thou hast been sighted as the eagle is, 

And heard as quickly as die fearful hare, 

And spoke as smoodily as an orator. 

When I have bid thee hear or see or speak. 

And art thou sensible in none of these ^ 

The accumulation and the management of the pauses 
are skilful The speed rises and then comes to rest 
Marlowe’s verse ^mbs the same staircase, but he 
never jingles, not even m the Zenocrate refram there 
IS less repetition One foot is always planted firmly 
upon the next stair — ^they succeed each other Shake- 
speare in the quotations above seems to draw himself 
up one foot at a time 

In dose combmation with this method of laymg 
line upon hne, we may take the Shakespearian habit of 
accumulating words, a rhetorical device which also 
increases the speed It survives in a modified form 
even m his final style In Vmus and Adonis 

Were I hard-featured, foul, or wnnkled-old. 
Hi-nurtured, crooked, churhsh, harsh in voic^ 
^erwom, despised, rheumatic and cold, 
T^ck-sighted, barren, lean, and lackmg jmce. 

Then imghdst thou pause . 

In Love's Labour 's Lost 

T^s wimpled, whimng, purbhnd, wayward boy, 
This seraor-jumor, giant-dwarf, Dan Cupid, 
^gent of love-rhymes, lord of folded arms, 
anointed sovereign of sighs and groans, 
uege of all loiterers and malcontents. 

Dread pnnce of plackets, king of codpieces. 
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Sole imperator and great general 
Of trotting 'paritors 

Regent f lord, sovereign^ ItegCy prince, king, imperator, 
general this is tlie ‘dictionaiy mediod’ of burton 
John of Gaunt’s England speech, Othello’s ’Farewell, 
the plumed troop', Afacbe^’s ‘Innocent sleep . . * 
provide other examples among many. The device is 
t\orth noticing, as one reads, for two reasons; first, 
because It tended tobreakdown end-stopping, secondly, 
because, like scales and five-finger exerases, as it were, 
It makes tlic vocabulary ncher and more flexible 
Tins practice is characteristic of Shakespeare’s style; 
It contributed to his development. But it is not the 
cause of die complete although gradual change be- 
tween his ttt'o styles The child is fadier of the man, 
die first brought fordi die second, but there comes a 
year wlien die gulf between the two seems a wide one 
TJiat year was roughly 1600 It marks a change m 
Shakespeare and in Elizabedian poetic diction How 
did die change in his style come about ^ What was the 
reason of it ^ I have never found that cntics answered 
these questions 

Tiiere are, on my own reading, two reasons; 

1. A reaction against die diction and versification of 
die day, wktcA led to the study of prose. 

2. Character and dramatic realism breaking through 
fashions and convennons 

Tlie two go hand in hand, for die study of character 
occasioned, if it did not cause, the reaction 

Language is the subject of Love’s Labour’s Lost. 
Shakespeare is still half-enchanted by die golden net 
in which he is entangled Armado, with his fire-new 
words and congruent epithetons, Boyet, honey- 
tongued, wit’s pedlar, Berowne, conceit’s expositor. 
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represent three degrees of the courtly and the fan- 
tastical The play jangles 'with puns and parodies, 
showing a ninihle, critical, satmcal spirit (I can add 
litde to Pater’s Appreciation ) A remark of Holofemes 
Reserves attention 


Ovidius Naso was the man, and why indeed, Naso, 
but for smelhng out the odoriferous flowers of fancy, the 
jerks of mvennon ? Irnitan is nothing, so doth the hound 
his master, the ape his keeper, the ’tired horse his nder 

The odonferous flowers soon ■withered Shakespeare 
■was never as seduced by Ovid as were the umversiiy 
■wits 

The play also gives the reaction against verbal 
fashions and imitations to ‘russet yeas and kersey noes*. 

Berowne My lo've to thee is sound sans crack or flaw 

Rosalind Sans ‘sans’, I pray you 

Yet I have a tack 

Of the old rage, bear 'With me, I am sick, 
rU leave it by degrees 


And Shakespeare did The dramatic reahty of Ber- 
owne and the tragic situation tumble over the card 
house ‘Honest plam words best suit the ear of gnef ’ 
There are plenty of other mstances of Shakespeare 
nltmgatthedicnonoftheday Take Demetnus; 


O, Hden, goddess, nymph, perfect, divme, 

To what, my love, shall I compare dime eyne? 
y ta IS muddy O, how npe m show 

bps, those kissing chemes, tempting grow. 

Tbs pure congealed wbte, bgh Taurus’ snow. 

d wth the eastern wind turns to a crow, 

When thou holdst up dune hand 

^ amusmg 

^ touches, the clown’s 

-Ohldusage Asentenceisbutache^enlgloTto 
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a good Wit, how quickly the wrong side may he turned 
outward’, and ‘words are grown so false, I am loath to 
prove reason with them*, and ‘I might say “element”, 
but the word is overworn*, and ‘Vent my folly! He 
has heard that word of some great man, and now 
applies It to a fool. I pnthee now ungird thy strange- 
ness and tell me what I shall vent to my lady" ; or Sir 
Andrew*s admiration for Viola’s ‘Jerks of invention*. 
‘Odours, pregnant, and vouchsafed. 1*11 get *em all 
tliree ready.’ Or take the musiaans m Romeo and 
Juliet scratching their heads over ‘music with her 
silver sound’, or Speed, ‘your old vice still, mistake 
the word’. 

Everywhere one remarks this awareness and sensi- 
bihty to words and with it an increasmg feeling of 
reaction from the artifiaal and the pretty. Crystal, 
cherries, die hly and rose, tears of pearl, die buds of 
youth, and odier similar conceits cease, with a few 
exceptions to be considered elsewhere, m the later 
plays 

The reaction against rhetonc and bombast is too 
obvious to be dwelt on. The parody put m the mouth 
of anaent Pistol takes a more passionate note in 
Hamlet’s denunciation of the players. Every tongue 
had caught the tnck of Marlowe and Kyd Their 
blank verse had taken the town by storm, just as Poems 
and Ballads took the undergraduates and set them 
marching and chanting up and down King’s Parade. 
Shakespeare turned to prose' 

Orlando Good day, and happiness, dear Rosalind 

Jaques Nay, then, God be wi' you, an you ^ in 
blank verse 

Character, or rather a parucular character, is mter- 
fenng. Beside Berowne place Richard HI, Hotspur, 
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the Bastard They all speak with the same accent, they 
are aU reahstic, commonsensical, prosaic, energetic 
figures They take the verse mto their own hands and 
break down the bamers of diction Gloucester gives 
the pomt of view of them all 

Because I cannot flatter and speak fair, 

Smile in men’s faces, smooth, deceive, and cog. 
Duck with French nods and apish courtesy, 

I must be held a rancorous enemy 
Cannot a plain man hve and think no harm. 

But thus his simple truth must be abused 
By silken, sly, insmuating Jacks ? 

Or take Faulconbndge’s ndicule of the citizen of 
Anglers 

Here’s a large mouth mdeed, 

That spits fordi death and mountains, rocks and seas. 
Talks as ^noiharly of roanng hons 
As maids of thirteen do of puppy-dogs 
’Zounds, I was never so bethumped with words 
Smce I first called my brother’s father dad, 

and of the Dauphm’s Petrarchan conceits 

Drawn m the flattenng tablet of her eye! 

Hang’s in the frowmng wnnkle of her browl 
And quarter’d in her heart, he doth espy 
Himself love’s traitor this is pity now. 

That bang’d and drawn and quaner’d, there should be 
In such a love so vile a lout as he 

One regrets that he was not present instead ofHubert to 
counter Arthur’s frigid fancies over the burning coal 
Take Hotspur’s account of the lord ‘perfruned hke 
a millmer* 

he made me mad 

To see him shine so bnsk and smell so sweet 
^d talk so like a waiting-gentlewoman 
Of guns and drums and wounds. 
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or his trouncing of Glendower: 

I had rather be a kitten and ay mew 
Than one of these same metre ballad-mongers; 

I had rather hear a brazen cansnck turned. 

Or a dry wheel grate on the axle tree. 

And what would set my teeth nothing on edge. 
Nothing so much as mmcmg poetry 
*Tis hke the forc’d gait of a shulflmg nag; 

or last with Lady Percy: 

Not yours, m good sooth. Heart, you swear hke a comfit- 
maker's wife Not you, *m good sooth*, and ‘as true as I 
live*, and *as God shall mend me*, and 'as sure as day*. 
And giv’st such sarcenet surety for thy oaths, 

As if thou never walk’dst further than Finsbury. 
Swear me, Kate, hke a lady as thou art, ^ 

A good mouth-filhng oath; and leave 'm sooth*. 
And such protest of pepper-gingerbread. 

To velvet-guards and Sunday-anzens 

All these passages have critical significance. I do not 
fall into the snare of identifying Shakespeare with his 
dramatts personae and making his views theirs; but 
these voices demanded a new medium, verse which 
will allow colloquial emphases and prose order, or else 
prose itself, the prose which Hamlet and Edmund and 
lago were to speak Dramatic effect must war with 
poetic decoration In the early plays it is die characters 
who are really ahve that mould and modify the verse. 
Thus the nurse in Romeo and Juliet m the famous 
speech (Act i, Sc. m) with its repetmons, parentheses 
and oratio recta, breaks up the rhythms: 

I never should forget it, ‘Wilt thou not, Jule*, qaotb he; 

and her 

And a good lady, and a wise, and virtuous, 
and CapuUfs rebukes of Tybalt. Jn the 
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Night's Dream the vitahty of the dialogue begins to 
get the better not only of metre but even of rhyme 
Repetition again is a useful instrument of reahsm 
She, sweet lady, dotes. 

Devoutly dotes, dotes to idolatry. 

Upon this spotted and mconstant man 

Am I not Hermia ^ Are not you Lysander ^ 

Is’t not enough, is't not enough, young man. 

That I did never, no, nor never can, 

Deserve a sweet look from Demetrius’ eye. 

But you must flout my insuffiaency > 

Good troth you do me wrong, good sooth you do. 

In such disdamful manner me to woo 

The transiuonal penod begins with The Merchant of 
Venice (1596) The clowns, old Gobbo and Launcelot, 
speak prose, that is nothing new Portia and Nenssa 
have a light prose scene, where Juha and Lucetta had 
been hampered by verse It is, however, antithetical, 
euphuisUc prose ‘The brain may devise laws for the 
blood, but a hot temper leaps o’er a cold decree, such 
a hare is madness the youth, to skip o’er the meshes of 
good counsel the cripple ’ This is of the same order as 
Hotspur’s ‘I tell you, my lord fool, out of this nettle, 
danger, we pludc the flower, safety’ Sebasttan m 
Twelfth Night IS another who ‘speala holiday’ — ^“My 
deterrmnate voyage is mere extravaganc/ The style 
is excellently parodied by Falstaff But the significant 
fact IS that Shylock spe^ prose, and he is of tragic 
dimensions He speaks prose, not all the way through 
certainly, but at his best moment (Act iii. Sc 1) It is 
mannered prose, as Shakespeanan prose always is ^ 
antitheucal, cumulauve m effect, like the verse pas- 
sages already noted but It IS passionate Above all, for 
the moment character has bamshed verse, drama has 
banished poetry 
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What follows? Henry IF, Henry V, Much Ado, 
As You Like It. Every one is speaking prose, court 
prose or comic prose, and Shakespeare is mocking 
blank verse or transposing the chromcles The charac- 
ters are taking die words into their own hands. Fal- 
staff, Quickly, Shallow, Caius, Mine Host, Beatnce 
and Benedict, Fluellen, Rosahnd, all are alive and 
speaking prose, both light and serious, wlule Hotspur 
ratdes his metrical fetters 

In The Merchant of Venice also Shakespeare ndes 
his verse widi ease over flat country. Tliat is to say he 
runs on in a natural colloquial wayj for instance, 
Portia’s speccli, Tt is enacted in the laws of Vemce' 
(Act IV, Sc i) Inversion is comparatively rare, orna- 
ment has been pruned away, and for a short penod 
Shakespeare’s verse is less mannered tlian his prose 
Jaques is colloquial m verse 

The new style was beginmng, packed widi matter, 
a style that could gallop at a touch, with freer rhythms 
and higher emotional pressure We shall find the first 
hint of It in the second part of Henry IF 


O God, tliat one might read the book of fate, 

And see the revolution of the times 

Make mountains level, and the continent 

Wearj' of solid firmness — ^melt itself 

Into the sea* And, otlier times, to see 

The beachy girdle of the ocean 

Too wide for Neptune’s hips, how chances mock. 

And changes fill Ae cup of alteraaon 

With divers liquors! O, if this were seen, 

The happiest youth, viewing his progress through. 
What penis past, what crosses to ensue. 

Would shut the book and sit Jiim down and die 

'Tis not ten years gone j 

Smee Richard and Northumberland, great fnends . 



MATURE SHAKESPEARIAN MANNER 387 

That IS the accent of Hamlet We have the pauses and 
parentheses and exclamations, the changes of construc- 
tion, the broken and shortened lines of the tragedies 
The study of dramatic prose made Shakespeare master of 
iramatic verse 

After Kmg Henry’s speech above, comes War- 
svick’s 

There is a history in all men’s hves 
Figuring the nature of the times deceased 

which IS a pair to Brutus’s 

There is a tide in the affairs of men 
Which taken at the flood leads on to fortune 

This one might call the Greek Chorus manner The 
many examples of it in the chromcle plays gave place 
to tlie soliloquies of the tragedies It is weighty and 
controlled, somedung between die poetic and the 
dramatic, tending very often towards the rhetorical 
Pater, speakmg of the opening hnes of Love's Labour 's 
Lost, notes the ‘monumental’ manner of the Sonnets, 
and It IS in passages in this manner that the earher 
Shakespeare excels Time is not rarely the subject, 
and the model, Ovid, 

Jamque opus exegi, quod nec Jovis ira, nec i gnic 
Nec potent ferrum, nec edax abolere vetustas ^ 

^d the ‘Exegi monumentum’ of Horace Lucrece has 
fine stanzas and diere are similar hnes in the Sonnets 

Time’s thievish progress to etermty (Sonnets) 

Thou ceaseless lackey to etermty (Lucrece) 

Let fame diat all hunt after in their hves 
Live registered upon our brazen tombs, 

^d then grare us in the disgrace of death, 
hen spite of cormorant devourmg Time, 
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The endeavour of this present breath may buy 
The honour vdiicli shall bate Ins scythe’s keen edg' 
And make us heirs of all eternity 

(Love's Labour's Lt 

When I have seen by Time’s fell hand defaced 
Tlie rich proud cost of outworn buned age, 

When sometimes loftj' tow'ers I see down-raz’d 
And brass eternal slave to mortal rage (Sonn 

To ruinate proud buildings witli tliine hours 
And smear with dust their glittering golden towers. 

(Lucrec 

When Shakespeare approaches the sublime befo 
1600, It IS in this serious, classical, monumental wa 
But although eminently suitable for reflection, it is r 
fast or flexib’e enough for soliloquy Even wh 
raised tons Iflghesteraotional power, it is not dramatic 
Lucrece, Constance, Faulconbndge, Berowne rati 01 
death and time and w'omen and commodity. But 1 
tlie}^ move us, it is by rhetoric. In the sohloquies o. 
Hamlet and Othello and Macbeth lies the conflict ol 
passion and reason They do not rail 

Tlus style is the first which Shakespeare perfected 
It IS as weighty as Jonson but more golden It sur- 
vives in Its final and most successful form in Julius 
Caesar y in Measure for Measure, m the great speech of 
tllysses in Trotlus and Cressida 
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